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The lost welfare state and the longing for a golden age have become keywords in studies of 
Swedish crime fiction in literature, film and television. With Maj Sjöwall and Per Wahlöö 
as groundbreakers, Swedish crime fiction has grown into a success story both as 
entertainment and as productions with political-ideological implications. However, Swedish 
crime fiction is not an isolated phenomenon, not even the critique against the modern social 
liberal welfare state. The crime fiction genre in literature, film and television is a global, 
mass cultural and global phenomenon. In addition, wide distribution channels and huge 
editions resonate crime fiction into a broad stratum of society, and in the early 2000s crime 
fiction represented globally one-third of all published literature. 
Crime fiction and crime novels, but also films and television, have gained huge attention in 
Sweden during the last twenty years. With the search words “Nordic noir” or “Swedish 
Crime Fiction” can be found internationally enormous numbers of results, and combining 
this with sales figures point out the success story beyond anything else. To say something 
about sales figures, Stieg Larsson's Millennium series has sold over 80 million copies and 
Henning Mankell’s novels about police officer Kurt Wallander 25 million copies in 36 
different countries. 
Sjöwall and Wahlöö’s The Story of a Crime, written beginning in 1965, was the forerunner 
of a new tradition, to prove that a novel series can be used as an important device for social 
critique. Audiences were given a literary project beyond fiction, exploring the weaknesses 
of the welfare state. They transformed the image of Sweden from utopia to dystopia in 
connection with the economic growth Sweden had until the oil crisis in the year 1973.  
In an era of intense ideological debates, they used the crime fiction genre for political 
purposes. The legacy of Sjöwall and Wahlöö lives on today in numerous television 
productions, and the most important of them is the direction of this study: the television 
series starting in the year 1997.  




This thesis aims to analyse the social relevance of the Beck detective drama in television. 
The episodes analysed for this study are from the second season, made between years 2001 
and 2002. The series is based on the characters Sjöwall and Wahlöö used in their 
groundbreaking novels from 1965–1975. The central goal is to gain a better understanding 
of Swedish society using the detective series Beck and to investigate if this series is more 
socially critical than has been previously been acknowledged. This thesis will therefore seek 
the answer to the question of what kind of representations of crime and social tensions in 
the Swedish society and the welfare state does the television series Beck offer? The main 
argument advanced in this study is that the ideological and somewhat dystopian description 
of the people’s Sweden originated by the authors lives on in television, but the crimes and 
the themes are updated to the 21st century.  
1.1 The Research Aim and the Structure of the Thesis 
This thesis explores four influential television episodes based on the tradition of Sjöwall 
and Wahlöö. Although it can be interesting to analyse even the written production, the 
novel series called The Story of a Crime, I will only mention a few of their books as 
supplement to this study. Other scholars such as Tapper (2011) have already done extensive 
work on their literary production. Therefore, the focus of this research lies explicitly in the 
field of media, since the purpose of the study is to analyse a television series. The aspiration 
of the study is to review how this television series illustrated Sweden in the early 2000s. 
Another goal is to focus on the social importance of the characters, because, I argue, the 
characters of this series are meaningful, and from their behaviour can be somewhat 
understood the nature and essence of the Swedish people. 
This research is divided into four chapters. To meet the aims of this study, I first conduct a 
literature review (chapter 2) that allows presenting the theoretical framework of this study. 
The body of literature I have selected to be reviewed uses a variety of research traditions – 
focusing mostly on cultural studies, sociology and media studies. First (2.1) I explain how 
social issues are historically treated in television, and connect this to the examination of 
crime in television. Second, in section (2.2) I will make a thorough investigation of crime 
fiction and especially police drama in television from an ideological point of view, and I 




will give a few examples of socially important police crime series. The third section (2.3) 
examines the nature and ideology behind crime fiction. In the fourth part (2.4) I carry out an 
overview of Swedish crime fiction and explain what has previously been written on this 
subject. Finally, in the fifth section (2.5) of this chapter, to pull together the theoretical part 
of this thesis, I analyse how Sweden has developed into a modern welfare state in the early 
twenty-first century. 
In the third chapter of the study, I discuss the methods used in this research and clarify the 
research question. Section 3.1 describes the research design used for this study, meaning I 
discuss the choice of methods and explain them. Following on this, in section 3.1.1 there is 
a discussion on the purposes and justifications why certain episodes of Beck have been 
selected for this study. Additionally, at this point I give background information on the 
directors, actors and the production company behind the Beck television series. In the last 
section of this chapter I explain how this research was done and finally reflect on validity 
and ethics. 
In the analysis discussion (chapter 4) I present the results of this research. This is done in 
two separate parts. First, I identify the interesting and somewhat surprising discoveries for 
my study that I have made by closely reading and analysing the characters. The section 4.1 
is divided into several smaller subsections, and I begin by analysing the most prominent 
characters and then move on to the minor characters. In the following sections in the 
analysis chapter 4.2–4.6, I focus on the thematic analysis of the chosen Beck episodes. 
Finally, the thesis ends with a summary of the results and a conclusion. 





2. Crime fiction: Theory and Background 
In this chapter the intention is to define crime fiction. The first section of this chapter (2.1) 
focuses on the social history of television and how social issues have historically been 
analysed. In this section I give a few examples how television has from the 1960’s to the 
present day approached social questions. The second section (2.2) discusses police dramas 
and their importance in terms of television history. The third section (2.3) focuses on the 
origins of the literary form of crime fiction. The fourth section (2.4) focuses on Swedish 
crime fiction and here I also introduce the key names for this study. The final section of this 
chapter (2.5) focuses on the social history of Sweden and how it has affected the crime 
fiction. 
2.1 The Social Significance of Television 
Despite the fact that alongside television there have developed a number of other sources of 
information (Internet, Social Media), television can still be considered a credible source of 
information. Because the background of this research is television series, it is also necessary 
to say something to underline the social significance of television, and how historical events 
and current events have been discussed in television. By doing this, I prepare ground for the 
later analysis in this chapter, which deals with the social significance of Sjöwall and 
Wahlöö’s Beck television series. 
Some scholars argue (see e.g. Kellner, 1995) that mass media, especially television, have 
played a crucial role in reinforcing real life events. Several studies on the social importance 
of television have shown that history goes hand in hand with television broadcasting. 
Despite this, there has been relatively little theoretical analysis of the broadcasting systems 
and the social relevance of this medium. Surprisingly, not much adequate research has been 
done on socio-political effects of television, even though there is academic theoretical 
scrutiny towards other important institutions, such as the state, the educational system, the 




corporation or the family. Similarly, television in its early days was not considered an 
opener for social debate. Therefore, it can be said that television began to take a stance on 
social issues increasingly in the 1970s, in documentary shows, sitcoms and the police 
dramas relevant for my research (Benshoff, 2016). 
Despite the lack of relevant sources, the social history of television broadcasting has in 
some amount been researched (e.g. Barnouw, 1990; Kellner, 1990; Hilmes, 2002). Barnouw 
(1990) makes the most comprehensive study of the broadcasting history in the United 
States, indicating moreover that television might not only be innocent entertainment, but 
also a mechanism for social change. It is not surprising that this sort of study awakens 
discussion on whether political history can be connected to television history through the 
observations made in broadcasting. Barnouw (1990, 171–84) identifies that television began 
to make statements on social issues in the 1950s, exemplifying this with the American 
documentary program and newsmagazine See it now created by journalist Edward R. 
Murrow. The show was important, because it was the first television series that took a stand 
on social issues. Denton (1988, 63) observes that by the end of the 1980s the political 
influence of television had become important in the United States, especially during the 
presidency of Ronald Reagan. Television began to be used for political purposes as his 
skilled advisors learned to exploit it. This was the beginning of a new era of using 
television. 
Bearing in mind the critical description Barnouw (1990) made about the American 
broadcasting system, Zygmunt Bauman (2001) sees contemporary society and culture as 
increasingly capitalist, as a result of the collapse of communism after 1989. More precisely, 
he views television as a postmodernism medium since it answers the fundamental desire of 
satisfaction in a consumerist culture. Ellis (2000) claims that in an era when every 
commodity is available at all times in a modern developed society, mass communication is 
needed to make sense of reality.  
To proceed on the theorising about television, I must go back to the original meanings of 
television – how television was used in its early days to reach out to the masses. Pierre 
Bourdieu is regarded as an important scholar, also within television studies. One of his 




more critical remarks expressed controversial arguments about the effect of television – 
such as posing threats towards cultural, democratic and political life (Bourdieu, 1993).  
As is well known, Bourdieu gave television a very negative label, explaining that it might 
be a mechanism of manipulation (Bourdieu, 1993; 1998). Regardless of the works of, for 
example Bauman (2001) and other internationally acclaimed sociology and media scholars, 
many researchers of mass media still consider Bourdieu as one of the more meaningful 
names in the theoretical discussion of television (Myles, 2010). Moreover, as observed by 
Ellis (2000, 85), television is part of the general development of consumerism, not a 
platform for social conflicts and critique. However, especially within certain liberal 
democracies or social democratic democracies that have a strong tradition of public service 
broadcasting, such as in Scandinavia, television and television fiction seem to engage more 
with the general social debate. That said, I must take into account what has been the social 
significance of television. 
Some scholars argue that scientific theories are adoptable for the study of film and 
television. Structuralist theories of media are concerned with making a television text 
belong to a certain category, whereas poststructuralist theories highlight the themes in 
media texts in relation to their settings and history. The purpose of this study is to make use 
of these theories, but only keeping them in the background, in order to find suitable themes 
from the chosen television episodes. To enable me to go ahead with this literature review at 
this point, the names of some of the theoreticians behind mass communication research 
have to be acknowledged. Arguably, cultural theoretician Raymond Williams is one the key 
names in this field as he distinguished differences between commercial and public 
television. Williams (1990) argued that current issues were first displayed on public service 
channels, as they were focusing on educational programmes, such as news and current 
affairs. Moreover, commercial channels were focusing on entertainment, such as movies 
and television series (Williams, 1990, 78–86). However, this said, no larger conclusion can 
be drawn upon when television began to take stands on social issues. Even more difficult is 
to determine the starting date when crime series on television began to take a position on 
social issues.  




The various theoretical ways of thinking about television go by very different labels and 
names, and even if some call them “theories”, others refer to them as “approaches”. As 
observed by Benshoff (2016, 2), theory is always drawn from abstract principles, helping us 
to understand the studied subject. In hard sciences (such as biology, chemistry, mathematics 
and physics) theory is used to explain physical phenomena like gravity, molecular structure 
or evolution. In television studies, some scholars see scientific theories as a way to describe 
a certain phenomenon. Benshoff (2016) concludes by claiming that at its finest, television 
studies is considered a social science. To conclude this section, theory will serve as 
background for my study, and I see this research as a part of critical social science, where 
the intention is to find relevant themes within the studied media texts and analyse them 
from a critical viewpoint. 
2.2 Defining Police Drama in Television: Between Fiction and Art 
Anyone hoping to understand the history of police drama on television and make sense of 
its popularity will be disappointed. Much of what has been written revolves around the 
same contention: television police dramas are limited by the formality of the genre. 
According to most critics, the police drama focuses on those who enforce the law – the 
police officers (Nichols-Pethick, 2012). Further, McCabe’s and Akass’s (2007) research 
shows that it was not until the early 1980s that television series were studied with academic 
recognition, with the indication that television is also worthwhile to study. Analysing the 
social aspects was particularly associated with the American drama series Hill Street Blues, 
a police drama aired on CBS between 1981 and 1987. This police drama was central in 
shaping what we call modern quality crime fiction and made crime fiction a genre of its 
own (Creeber, 2001; Feuer et al., 1984; Mazdon, 2005; McCabe and Akass, 2007). This 
series marks an example of great broadcasting, often winning much critical acclaim, since it 
touched upon issues that were familiar for the audience, such as social and political ones. 
Also, an ethnically diverse cast and a liberal approach increased credibility and popular 
acceptance for this sort of broadcasting. The series also reflected current affairs such as the 
Vietnam War and its legacy, when white and black troops had fought side by side. 
Additionally, since the series made social references by issuing critical statements, 




audiences were encouraged to make their lives better by observing the proposals the series 
gave. Today, scholars are asking whether Hill Street Blues was really a game changer of its 
time; after all, the series did show crime as it was in real life. All of these issues were 
current events and considered the social tensions of American culture at that time (Sabin, 
Wilson, Speidel, Faucette and Bethell, 2015). 
McCabe and Akass (2007) suggest that the many important aspects of society became 
familiar to the wider audience with Hill Street Blues, since the producers wanted viewers to 
be familiar with the common work tasks of a police officer. American culture at the time 
influenced the series greatly. The producers also wanted the show to target more 
sophisticated audiences, or the well-educated and financially established viewers. Tapper 
(2011, 50) underlines the 1980s as the era when police drama was inspired by real-life 
events, in stylized police shows such as Miami Vice (1984–1989). More grey and mature 
policemen were displayed in Columbo (1971–2013) and Inspector Morse (1987–2000). 
Also, parodies were made out of police dramas, such as Police Academy (1985–94). 
Additionally, the genre saw the emergence of “reality” television, drawing upon the 
aesthetics and intensity of the cinéma vérité tradition in documentary filmmaking. One of 
the most successful examples of this format was COPS (1989–). 
Next, it is important to mention a few newer television series that I argue have been socially 
important. Television is an evolving medium, and there are many shows to choose from that 
have wielded its influence over society at large. For example, The Sopranos (1999–2007) 
had critique against violent capitalistic ideologies illustrated by the main anti-hero gangster 
Tony Soprano. Similarly, Hill Street Blues (1981–1987), Law & Order (1990–2010) and 
NYPD Blue (1993–2005) have opened a way for others in the police detective genre. From 
recent series, worthy of mention is CSI: Crime Scene Investigation (2000–2015) with its 
many follow-up series. Sabin et al. (2015) claim that the work of the police in the early 
2000s has been described in several cultural products, and police dramas are only one of 
these. Often the narratives in police dramas revolve around issues people very much 
recognise. However, mostly the issues in police dramas are not part of the ordinary lives of 
people, such as criminal brutality or even more distantly related issues such as sexual 




perversions and illegal drug abuse. Still, these issues provide readers and audiences 
entertainment, and judging by sales numbers, it is evident that police drama has established 
itself within the genre of crime fiction. 
The aim of this section was to give an understanding of which television series have been 
important regarding the social history of television. Of course, I can mention only a portion 
of these series that are relevant. In the following section I move on to the origins of the 
crime fiction genre. 
2.3 Crime Fiction: Origins and Later Developments 
This subchapter describes the social and historical significance of the crime fiction genre. 
Because this topic is very broad, and has been written about a lot in other works, I will only 
give the portion of crime fiction history I find most captivating for the sake of my own 
analysis. 
Many in the Western world consider the mystery stories written by Edgar Allan Poe (1809–
1849) as the beginning of detective fiction. Another important name is Arthur Conan Doyle 
(1859–1930), most noted for creating the detective Sherlock Holmes. Names from the 
middle twentieth century include Agatha Christie (1890–1976) with characters Miss Marple 
and Hercule Poirot. Furthermore, Raymond Chandler (1888–1959) wrote a number of 
novels about detective Philip Marlow, and George Simenon (1903–1989) based his works 
on detective Jules Maigret. A more recent example is Ed McBain (1926–2005), focusing on 
detective Steve Carella. As noted, there are many meaningful works in the broad history of 
crime fiction. I will, however, not further describe these works, since much research has 
already been done on them and it is not the intention of this study. 
Overall, the idea behind the crime fiction genre is to define not only law and crime – but 
also morals and norms of society. The protagonist of this genre, the leader of the narrative, 
is mostly the police detective, representing the ideological models of the established 
society, in the fight against moral and political deviants. Despite some liberal openness for 
elements of minorities in the community at the police station, police crime fiction is all in 




all a conservative genre. According to Scaggs (2005), the police detective within crime 
fiction is mostly obtuse and anti-intellectual, and he belongs to the lower-paid middle class. 
The police detective is also mostly overworked, and has no other expertise than his overall 
life experience. Tapper (2011, 59) argues that the crime fiction genre, especially detective 
fiction, is masculine and patriarchal, and because of this the police detective is often a 
socially alienated person, an outlaw. 
Arguably, the outcome of the crime stories is often the same, meaning the storytellers want 
to tell a story that touches the reader. Therefore, many authors within the crime fiction 
genre want their plot to be connected to actual events, in the same tradition as Sjöwall and 
Wahlöö did already with their ten-novel series The Story of a Crime. Often crime fiction 
storytelling is revolving around one or a few leading characters the reader can relate to. 
As an example, in Sjöwall and Wahlöö the leading character Martin Beck is a divorced man 
and somehow walking the middle paths of the Swedish society as a police detective. Some 
critics have called Martin Beck the Swedish version of “average Joe”. According to (Ehn, 
Frykman, and Lofgren, 1993, 49–51) the Swedish the word is “medelsvensson”, and some 
characteristics for this behaviour are average income, moderate housing, mediocre social 
relationships, and only a little time for travel and leisure. 
After this brief tour presenting the ideology of the main character of my study, Martin Beck, 
I must now go back to the origins of crime fiction. I find it necessary to underline the 
ideology of crime fiction in this thesis, combined with how political approaches have 
approached the crime fiction genre. Because the subject is vast, I have reviewed the 
literature for this section and chosen the most appropriate example. One of the critical 
names in this field is Ernest Mandel, who argues that the rise of crime fiction in the middle 
of the nineteenth century was primary a social revolt against the bourgeois society (Mandel, 
1986, 10). Many Swedish authors of crime fiction frequently use the longing for better 
times as a tool for their narratives, such as nostalgic and melancholic memorials to the days 
when social democracy was still a stronger part of the everyday life. Mandel (1986, 41) 
further theorises that the modern society has become too cold and brutal, and the police 
detectives, the heroes of the stories, must save the people from the growing criminality. 




The world described in crime fiction is mostly filled with terrible issues, and broadly 
speaking crime fiction uses stories to describe part of real life. Also, the main character, 
often the individual police detective, is obliged to work under the surveillance of the state. 
Mandel (1986, 70–71) considers that reading crime fiction is like a procedure; when you 
read them, the narrative glues you into the story and it is impossible think about anything 
else. Eventually, when the story is finished, there is no need to ponder on the narrative. 
Furthermore, Mandel (1986, 120–126) considers that the original detective stories were 
highly formalized and far removed from realism and argues that the original idea behind the 
detective story is to give the reader all clues up front. Thus, the reader is led by a systematic 
examination of these clues. When the criminal is revealed, the reader is hopefully surprised. 
For Mandel, the original detective story was much related to the deeper functions of popular 
literature and the criticism of bourgeois society. The narrative of the crime story includes a 
particular kind of fear of crimes, one that clearly has its roots in the conditions of bourgeois 
society. Additionally, a well-functioning crime story is based on the division of characters 
into two camps: the bad ones, or the criminals, and the good ones, in many cases the police 
detectives. In police dramas, the good ones are the detectives and the more or less 
inefficient police fighting against the criminals generated by society. Moreover, the society 
is often reflected in the main character, such as the crime investigator. This said, Forshaw 
(2012) underlines the role of the main character, the crime investigator or the detective, as 
often having struggles with personal issues. These personal struggles are then often used to 
reflect on wider issues in the society. 
At the end of the 1990s, both television and radio made crime more visible in the lives of 
people. Press, radio, television and the so-called urban legends helped to make crime stories 
widespread. Also in Sweden, the tales of increasing criminality have been wandering 
around press and media, and the mixture of crime fiction and real life has become more 
evident. When violent crimes became more common in the 20th century, minor crimes such 
as property crimes were not reported to the police in the same quantities as before. For this 
reason, violent crimes gave storytellers new interesting topics, which also could be used to 
examine society. According to one of the most famous criminologists of Sweden, Hanns 




von Hofer’s Brott och straff i Sverige (2011), violent crimes are reported in media much 
more than before, and this suggests crime fiction authors are inspired by real life events. 
Moreover, von Hofer (2011) underlines that the rising number of assaults against women 
can trigger more serious events, and many criminals might be inspired by these acts. This 
may allow one to draw a conclusion that increasing real-life violence also creates successful 
cultural products, such as crime novels, films and television series. 
The worst criminals the society knows, the serial killers, have always been a topic idolized 
by crime fiction authors, which has at least potentially problematic social implications. As 
Tapper (2011, 74–75) recognises, monsters such as Jack the Ripper, or in modern days Ted 
Bundy, Jeffrey Dahmer and John Wayne Gacey, have all become admired cultural 
phenomena after they committed their crimes. The crime fiction based upon these 
characters is an example of a mixture of nonfiction, crime journalism, and popular culture 
according to Mark Seltzer (1998), who also reflects on whether crime fiction, journalism 
and storytelling actually inspired these criminals to commit their acts. He does not give a 
clear answer to this intruding question. Sadly, or inevitably, as a conclusion to this 
speculation, real life criminality has in several cases inspired cultural producers to tell 
stories that reflect on real life events. To further discuss the serial killer as a cultural 
phenomenon, another example is The Silence of the lambs (1988) by Thomas Harris and its 
film adaptation (1991). The enormous publicity and success made it evident that the serial 
killer was one of the central characters of the crime story of this time period. It can only be 
guessed whether these films or any of the similar ones has thought provoked someone in 
real life to commit a crime.  
Also, Elliot Leyton (1986) postulates that the glamour around crime has led to many 
impressive crime fiction novels, and without real-life criminals, these novels would never 
have been made. Executions of known serial killers are glamorised in the media, and turned 
into media events. Needless to say, “glamourisation” of criminality has been reflected in 
crime fiction. Therefore, after making this literature review on this subject, I argue that 
crime fiction can extensively guide people to understand the distinctive layers of society, 
and to interpret why certain crimes are committed more than others. Christopher Lasch, 




professor and social critic, makes thought-provoking observations in his book, The Culture 
of Narcissism (1979) that are of value when trying to make sense of the glamorisation of 
crime. This book is about the upcoming future of celebrity fixation, hedonism, consumption 
and self-realisation. He proposed that contemporary capitalism emanates from the rise of 
consumer culture and the admiration of celebrity culture, predominantly by television.  
It can be assumed that the serial killer also is some kind of narcissistic individual. The serial 
killer was the foremost threat in crime fiction in the 19th century (Knight 2010, 213) and the 
mystification behind the serial killer has been one of the reasons behind huge popularity of 
teen-age dramas such as Scream (1996), with its following episodes (1997, 2000, 2011) and 
television series (2015–). While media is often lifting up dangerous criminals and 
psychopaths to be observed and astonished by, still, people committing serious crimes such 
as homicides form a marginal amount of crime statistics. Conjointly, I claim that displaying 
intimidating and dangerous criminals is one reason behind the success of certain crime 
fiction novels and television series. 
There are, of course, also other types of criminals that have appeared on film, in literature 
and on television. One of them, in the 1980s, was the new, fast-going careerist liberal man, 
or the yuppie – the young urban professional – who was portrayed explicitly in Wall Street 
(1988), directed by Oliver Stone, with Michael Douglas playing the role of Gordon Gekko. 
He was described as a new kind of criminal who did not use violence since he could use his 
intelligence for the implementation of crime. Lines like “Greed is good” give an accurate 
image of the era, also dominated by the presidency of Ronald Reagan. This was also when 
crime fiction and other forms of culture were used as a tool in politics. Michael Rogin, a 
political scientist, explains in Ronald Reagan the Movie (1987) one example of how fiction 
can be mixed with real life. He analyses the president’s position between fiction and non-
fiction, reality and film. In the time of rising media consumption, between real events and 
media products, Rogin explains how Reagan introduced a space weapon program called 
“Star Wars”, with weapons directed against the Soviet Union, the “empire” from the film of 
the same name. Further, as argued by (Busch, 2001), Reagan even made a congressional 
proposal when speaking against taxes using the words of Dirty Harry from Sudden Impact 
(1983), “Go ahead, make my day”. This reflects how a political character in the 1980s took 




inspiration from fiction in order to advance his political goals. To go back to Wall Street 
(1988), Bone (2009) even called the neo-liberal 1980s the “Gekkoisation” of society, when 
entrepreneurial emphasis was set on high short-term gains. Also, television and media 
supported the image to be young and have the desire to become rich. To further discuss the 
narcissistic culture described above by Lasch (1979), it can be said that also frightening 
novels, such American Psycho (1991) by Brett Easton Ellis and its film adaptation (2000), 
match with Lasch’s described narcissism. Another example of similar narratives can be 
found in the main character Travis Bickle in Taxi Driver (1976), a film about a taxi driver 
going for revenge. This film revealed that a person considered normal might change 
personality so greatly that he or she can become a threat for innocent people.  
To move on to a closely related topic, in modern police novels and films the characters and 
settings resemble reality, while the crime is attacking the idyll, the safe, and even the 
welfare state, which is in many cases fragile and made of illusions. The contrast of the well-
organized society cracking against the unknown creates a dramatic framework for the crime 
story. Often, but not always, the large metropolitan cities are the settings of the story, and in 
Sweden the case is situated many times in either Gothenburg or Stockholm. The 
metropolitan city gives enormous possibilities for various storylines with its geographically 
exciting surroundings. In larger cities, the law enforcement organisation is mostly displayed 
the same way, with routine everyday tasks, and sometimes highly technological science to 
manage issues such as autopsy and crime psychology. On the other hand, idyllic small 
towns, such as Ystad on the southern coast of Sweden, offer an interesting setting in 
Henning Mankell’s fiction about crime detective Kurt Wallander. This makes an exception 
for the large city, when a small city develops a homicide statistic equal to a larger 
metropolitan city. Sometimes the police in modern crime fiction are confronted by 
spectacular crimes such as car chases, shootings and complicated crime investigations. 
Unlike in real life, where crimes are solved more rationally, the investigations in crime 
fiction take different paths in order to find the source of the crime. Also, in crime fiction 
often the narrative repeats itself, and the more crime fiction does this, the more the stories 
eventually resemble real life.  




The intention of this section was to open up some of the characteristics that have constituted 
the essence of crime fiction. Because the topic is very broad, the purpose was not to explain 
everything that is known about this topic. I have, however, opened up some interesting 
paths to the broad sphere of international crime fiction, and next I will move to discuss 
Swedish crime fiction.  
2.4 Swedish Crime Fiction 
This section introduces the Swedish crime fiction relevant to this study in two subsections. 
First, I introduce previously written literature on crime fiction in Sweden. Second, I will 
position the approach of this study in light of the authors of the Martin Beck series, Maj 
Sjöwall and Per Wahlöö. 
2.4.1 Previously on Swedish Crime Fiction 
Surprisingly few academic studies have been written about Swedish crime fiction novels 
and films during the last fifteen years. This section will, therefore, outline what has been 
written academically about Swedish crime fiction. Additionally, an explanation of a few 
studies will be provided that approach closely to my research. 
One of these existing studies is called Dark Shadows over Folkhemmet: A Cultural Genre 
History of Crime Fiction in Swedish Cinema and Television (2008), a doctoral thesis by 
Daniel Brodén. This work investigates Swedish crime film with the combination of cultural 
analysis and in the light of the changes of the Swedish welfare state, also known as the 
Folkhemmet (The people’s home). It further clarifies what are the reasons why this popular 
genre has illuminated dark and critical facets of the welfare state model in Sweden. 
In consonance with Brodén, crime films can reveal unpleasant social structures in the 
welfare state, and crime stories bring violence and darkness to the everyday part of life. 
Brodén (2008) also make it evident how the Swedish crime genre films were established 
after the Second World War. However, despite a few academic efforts, Swedish detective 




stories, despite their international success especially during the past two decades, have been 
a marginal area of research (Tapper, 2011, 22). 
As mentioned above, a few studies have processed Swedish crime fiction, but less has been 
done on the life and works of Sjöwall and Wahlöö. There are a few existing studies, such as 
Per Wahlöö och vägen till vår tids kriminalromaner (2015) by critic Per Hellgren. 
He investigates the life of Per Wahlöö before getting recognition for The Story of a Crime. 
Additionally, a similar study, Rationalitet och kaos (Rationality and chaos) (1993) by Lars 
Wendelius, focuses on one specific novel written by Sjöwall and Wahlöö: Det slutna 
rummet (The Locked Room) (1972). Also a few graduate students have studied the life and 
earlier work of Per Wahlöö (see e.g. Brink and Sundqvist 2006; Hellgren 2013, 2015) 
giving the indication that Wahlöö was recognised early, but perhaps that he is most known 
for the collaborative work with his partner Maj Sjöwall. Some studies, such as Nordic Noir 
(2013) and Death in Cold Climate (2012) are titles recently written by British critic Barry 
Forshaw describing the current popularity of Scandinavian crime fiction. These titles 
illustrate how the locations, nature and environment have been essential in shaping the 
popularity of this genre. In the United States and in Great Britain, several studies 
concentrated on the literary criticism of Swedish crime fiction, have been published 
recently. Among these are works such as Men who Hate Women and Women who Kick 
Their Asses: Stieg Larsson’s Millennium Trilogy in Feminist Perspective (King and Smith, 
2012) and The Girl With the Dragon Tattoo and Philosophy. Everything is Fire (Bronson, 
2012). Moreover, Tapper (2011) describes the social history of Swedish crime fiction in: 
The Cop in the Twilight Land: Swedish Police Narratives in Novels and Films 1965–2010 
and Swedish Cops From Sjöwall and Wahlöö to Stieg Larsson (2014), and I found these 
works the most comprehensive in terms of the social relevance in the works of Sjöwall and 
Wahlöö. 
2.4.2 Swedish Crime Authors: Maj Sjöwall and Per Wahlöö 
To begin with, it is necessary to say something about the strength of Swedish authors. 
Forshaw (2012, 32) argues Swedish authors have a large potential abroad, especially in 




Great Britain, where the Scandinavian crime literature has become extremely popular in 
recent years. One fan site I found on Facebook (called “Nordic Noir Book Club”) had 1995 
followers (20.6.2016). It seems that in this forum they talk not only about Swedish crime 
fiction, but also about Nordic crime fiction in general. The group recommends beginning 
the Swedish crime fiction preoccupation by first reading Roseanna, the first book written by 
Sjöwall and Wahlöö in the Martin Beck series. Forshaw (2012) argues these authors were 
the godfathers of this genre – no wonder that around Swedish crime fiction has emerged a 
number of fan sites and festivals. Thanks to the groundbreaking work of these authors, it is 
easier today for Swedish authors to enter the international markets. 
As a bedrock for my own research, it is necessary to go deeper behind the authors of Beck, 
since they are such prominent names in the history of Swedish crime fiction. Hellgren 
(2015), who has written extensive work on the life of Per Wahlöö, argues that his 
journalistic and leftist background played an crucial role in the style in which he wrote his 
novels; in other words, Per Wahlöö initiated his career as a journalist with leftist attitudes 
and intentions, before teaming up with another talented and proficient journalist, Maj 
Sjöwall. Before they met, he wrote a number of political thrillers and science fiction novels, 
which have in some way been left in the shadows of the novels about Martin Beck. 
Hence, Per Wahlöö was a product of the post-war generation that fought against 
colonialism, capitalism, and oppressive fascistic ideologies. He came from a bourgeois 
home and his views changed drastically over the years, but his most distinctive feature, the 
criticism against authority and dictatorship, has been present since the beginning. 
Furthermore, his political views changed largely over the years, from starting as a journalist 
with extremely bourgeois views in the early 1950s, to become a radical communist and 
leftist in the mid-1960s. Wahlöö’s writing took place at a dramatic time in the history of the 
world. He was a product of the post-war generation that increasingly opened their eyes to 
colonialism, capitalism and oppressive ideologies. However, according to Brunsdale (2016, 
367), the main reason Wahlöö started to write was to entertain readers, to comment on 
social issues was secondary. Hence, Brodén (2006) argues that Wahlöö directed his 
criticism against the Swedish police, and in this way, he was the first to truly analyse 
Swedish society in crime fiction.  




Tapper (2011) has arguably written the most qualified piece of research on detective stories 
in Sweden since the 1960s and I will hence refer to him several times in this dissertation. 
He highlights how crime stories in novels and movies between 1965 and 2010 have been 
used to attack the welfare state and to describe its disintegration. Tapper, a film critic, 
builds on the modern criminal policy, police organization and crime genre to then analyse 
the iconic and best-selling novels and films during the period. The relevance of Tapper’s 
study is extensive and thorough regarding the modern Swedish detective story. 
Nevertheless, the aim of my study is not to be descriptive, but rather to grasp the underlying 
themes of crime fiction in television and the interesting entanglements behind crime fiction. 
Tapper was criticized for not having been able to answer the interesting questions about 
why certain crime fiction stories such as Beck have gotten attention both nationally and 
internationally. Additionally, another phenomenon that he was not answering critically and 
analysing, was the police community as such with its masculine culture, where professional 
collectivism actually works, even if the individuals are feeling bad inside. My intention is 
not to answer these questions lacking from Tapper’s study, but rather to consider them, and 
to have them as supplement for my own analysis. 
The Swedish police novel did not begin with The Story of a Crime – there were many 
authors before Sjöwall and Wahlöö – but critics gave the series praise in the sense that it 
was the first Swedish crime fiction work to analyse the bourgeois welfare state. The authors 
were ahead of their time when they portrayed extreme visions of Sweden as a society that 
had began to develop economically in large extent, but were washed up by violence and 
social decay. Moreover, their metaphors predicted the rising criticism against urbanism 
supported by the rising green movements in the 1970s. Another issue was that war refugees 
in the 1970s and, much later, the economic recession of the 1990s, made immigration in 
Sweden a significant issue. This matter, social history combined with the theme of 
immigration, is discussed more extensively in the analysis chapter. I also mention the 
episode The Man with No Face (2:2), which considers this new kind of social issue in 
Sweden, immigration, which was not prevalent at the time Sjöwall and Wahlöö wrote their 
novel series. To summarize, (Winston, Nellerski and James, 1992) claim immigrants are 




appearing relatively infrequently in the novels, and this suggests Sjöwall and Wahlöö were 
more concerned about the welfare of Sweden’s “own” citizens. 
Even if this study concentrates on the impact of Sjöwall and Wahlöö, it is necessary to 
mention Henning Mankell and Stieg Larsson as I did already in the introductory chapter of 
this research. Both of them have been economically successful, even internationally, 
keeping in mind that their original language is Swedish and their success is based on quality 
translations of their works. According to Forshaw (2012), the success of Henning Mankell 
was somewhat a miracle, since he was for a long time only known in Sweden, but slowly 
his narratives about crime detective Kurt Wallander became internationally recognized. 
Considering the impact of Swedish Crime fiction around the globe, it is not strange that 
academic studies, as shown above, have begun to investigate the reasons behind the 
success, bearing in mind that Sjöwall and Wahlöö initiated this phenomenon already in the 
1960s. 
As shown above, Sjöwall and Wahlöö are considered one of the most enchanting authors of 
the crime fiction genre in Sweden. The critically acclaimed Norwegian author Jo Nesbø 
(2015) underlines their importance with the following words: “Ever since the 1970s, Maj 
Sjöwall and Per Wahlöö were the godfathers of Scandinavian crime fiction. They broke the 
crime novel in Scandinavia from the kiosks and into the serious bookstores”. 
2.5 Swedish Society, theory and Crime Fiction 
The purpose of this section is to identify how the general atmosphere of Sweden has 
affected the authors of Swedish crime fiction. As this chapter deals with very many issues, I 
begin by explaining the key term used to describe Nordic crime fiction nowadays, namely 
“Nordic noir”. Then I move on to a section about the social history of Sweden and relate it 
to the broader welfare reforms that have greatly shaped the country, combining the topic 
with the background of Sjöwall and Wahlöö. The last section in this chapter is placed in a 
larger perspective, by connecting Sweden to the international framework and intends also to 
discuss issues for which Sweden has in recent years become known, such as immigration. 
All these issues I discuss in this section provide background for the analysis chapter. 




Although Nordic crime fiction is a genre, the term “Nordic noir” refers to the historic film 
noir, originating from the French language. It was used to describe American crime dramas 
and psychological thrillers in the 1940s and 1950s that were characterized by dark visual 
features, a striking way of using light and shadow, and frequently tragic endings (Fay and 
Nieland, 2010). Nordic noir follows the same styles and themes, but still, the difference 
from the earlier forms of noir is the use of recognisably Nordic phenomena, for example 
climate and seasonal conditions as well as languages, and themes such as gender equality 
and the social democratic welfare state (Waade, 2013). Furthermore, to discuss climate, 
Forshaw (2012) identifies that features of the Swedish environment, where winters are 
lengthy and known for their extreme temperatures, have much to do with the national 
psyche. All the long dark nights during the winter act as a perfect setting for committing 
crime, at least according to many Swedish crime authors.  
The concept of Nordic noir follows the tendency of the melancholic hero, another 
trademark linked to the internationally known Nordic art, literature, and film. In this sense, 
both Scandinavian crime series and Nordic noir draw upon French, British and American 
crime and thriller tradition both in film, television and literature. Waade (2013) notes that 
the term “Swedish melancholy” mostly expresses the inner conditions of the main 
characters. In other words, Scandinavian crime series portray the main characters as 
struggling with failed marriages, alcoholism and disappointment by family and friends, 
when they are too busy rescuing the lives of others. I argue that these elements described 
above present the essence of Nordic and Swedish crime stories and are one reason for the 
success behind them. 
The name for the welfare state in Sweden is Folkhemmet (the People’s Home). Originally 
the name dates from the longing for a nationalism where the whole nation should be a small 
family; it was the Social Democratic party that already in the 1930s had the utopian vision 
of the welfare state where everyone was equally treated. This implied that the morale of the 
citizens was high, and they had bright visions for the future. The welfare state promised a 
safety net for all ills, including crimes and social conflicts. Still, the “realization of 
Folkhemmet” was many times under attack already from the beginning, from various 




sources. For example, right wing parties accused social democrats of drawing the nation 
towards communism. The golden period of the economic growth in Sweden has been said 
to be the period between years 1932 and 1976. (Tapper, 2011, 19.) 
The success story of the Swedish welfare state has also been called the Swedish or the 
Nordic model. A large number of government policies for the public sector and state 
controlled enterprises were adopted in Sweden, inspired by the reforms in the United States 
taken in response to the Great Depression in the programme called The New Deal initiated 
by president Franklin D. Roosevelt (1882–1945). Large development programs in the 1930s 
and 1940s were similar in their social developments and reforms, especially the 1930s 
economic depressions years. Moreover, these years set the start of a number of welfare 
reforms in both countries, such as economic growth, new policies and increasing of wages. 
As for Sweden, politicians such as Tage Erlander and Olof Palme later adopted these ideas 
became the chief architects of the nation. The development then continued in all Nordic 
countries, but societal changes made in Sweden gave Swedes international recognition and 
faith in the future. With the introduction of the welfare state, the most optimistic voices 
wanted criminality to be totally abolished and completely disappear from society. While the 
welfare state developed and wages increased, consumerism became common, and gave 
surprising consequences. The introduction of the welfare state and the economic boom led 
also to other issues: more thefts, new crimes such as traffic offences and crime against 
property (von Hofer, 2011). This suggests that crimes have also shaped Swedish society, 
besides welfare state reforms. 
The editor in chief for Dagens Nyheter (a major newspaper in Sweden), Herbert Tingsten, 
considered in Demokratins problem (1945) that the Social Democratic Party introduced the 
planned economy together with socialistic reforms. According to Tingsten, Sweden was 
heading towards social democratic rule, marked by the state keeping an eye on the citizens. 
Also, as argued by Tingsten, a new way of directing the most essential parts of society was 
seen long before the parliamentary elections in 1948, which the Social Democrats won 
overwhelmingly. Eventually, the Social Democrats introduced the trade union movements, 
and Tingsten (1945) further argues that enabling the trade unions to ignore the ideological 




critique directed against them was one of the reasons enabling Sweden to economically 
grow enormously in the middle 1970s.  
Daniel Bell continued the critique of ideologies Tingsten had earlier published with his 
much-acclaimed The End of Ideology (1960). Bell argued that the time of the ideologies 
was over, coupled later with Österberg (2008) who claims that the new horizons of the 
1950s marked a new time of market economy and democracy, when radical ideologies were 
receding. In this loosely organized collection of essays Bell (1960) considered the changes 
in American society after the Cold War and argued like Williams (1990) that the rise of new 
media such as television gave the people a different kind of food for thought, and is more 
important than pondering over social contradictions and ideologies. At the same period of 
the 1960s, Herbert Marcuse described in his book, The One-Dimensional Man (1964), that 
taking into account the development of the Western world, the decay of ideologies was 
evident. This was also seen in Sweden, when the process of rationalization within an 
advanced industrial society led to an entire bureaucratisation of administration in, for 
example, the police organisation. This time period was also the rebirth of strong women’s 
movements, which had an effect later on social reforms, and also gender equality, which I 
discuss later on in this study. Marcuse (1964) saw that humans are heavily administered 
within contemporary industrial society. 
In the above, I have identified key social and political changes in Sweden since the Second 
World War. I have also contemplated Swedish society from an ideological point of view, 
but next I want to further examine the ideological background of Sjöwall and Wahlöö. 
Salomon (1996, 43) predicted that in the early 2000s, Sweden was going to be one of the 
most technologically advanced modern countries, in terms of economic and cultural 
strength and political credibility. By the 2000s, the dreams had come true, and the promises 
of jobs for everyone had almost become realized. Employing everyone work had always 
been one of the top priorities of the welfare state. The fight against unemployment was over 
and having jobs for everyone had become part of normal life and the economic bedrock of 
the welfare state. This led also to other different reforms, when press, radio and television 
began more and more to deal with crime as entertainment. Fact and fiction mixed 




increasingly at the end of 1990s when new forms of fact and fiction emerged (Tapper, 2011, 
105). To summarize this issue, the social history of Sweden has provided authors of crime 
fiction many critical issues to be analysed. 
Following on the social history of Sweden, I now move on to the ideology behind Sjöwall 
and Wahlöö, and I argue that their ideology is very much in the spirit of the time. This 
research deals with the start of the 2000s, but the television episodes are based on works 
that appeared earlier and in a different political-ideological context. Ever since Sjöwall and 
Wahlöö began their series of crime novels in the 1950s, Scandinavian crime fiction has 
been written broadly from a leftwing angle. They were both members of the Swedish 
Communist party and many similar movements at the time had ideological linkages to the 
FNL-movement (Front National pour la Libération du Sud Viêt Nam) in the 1960s, and 
were also inspired by the western Marxism of the Frankfurt School and the American civil 
rights movement. Moreover, Tapper (2011) mentions eco-humanism as a new rising 
ideology of the 1970s, where the ideal human is a creative entrepreneur, artist or small 
business owner. This new creative human lives in the city, is socially gifted, interacts with 
the suburbs as needed and has a high sense of environmental awareness. Urban themes are 
dealt with to some extent in this study, but for environmental disruption one must fast-
forward to the fourth season of Beck, produced between year 2009 and 2010. However, the 
issues mentioned above, in the context of the social history of Sweden, give background for 
this study. Also, it has to be acknowledged that novels, which lead to the creation of 
television series, are most often very much different from the television series that develop 
out of them. 
It was probably not a coincidence that Martin Beck first appeared in the year 1965, with the 
novel Rosanna. In the same year, reforms that fundamentally changed the role of the police 
occurred, when the responsibility and influence over the police was transferred from 
municipalities to the state. The role of the classic local police is based on the idea that the 
police officer, by personal knowledge and understanding of local problems, can prevent and 
avoid the problems that arise (Hellgren, 2015). Sjöwall and Wahlöö used the debate around 
the police institution as a theme in the first novels. Ultimately, they became known for 




using the police as an instrument to study the weaknesses of the bourgeois welfare state. 
Literary critics praised The Story of a Crime as aptly describing the period of the 1960s and 
1970s, when major events in the world occurred, such as the Cold War (1962–1979), the 
Vietnam War and the invasion of Czechoslovakia. Because their books were published at 
the same time as global world events were occurring, they became popular among a wide 
range of people (Nestingen, A. K., and Arvas, P. 2011). In Sweden there were, of course, 
also many interesting large transformations in society. In a publication where Sjöwall and 
Wahlöö were journalists, called Tidsignal (1965–70), a leftist publication for politics and 
debate, the overall tone was about leftist sympathies for social democracy and a longing for 
the days when communism was more current. As new leftwing tendencies were dominating 
the public debate in Sweden after the year 1968, many former parties were split, giving 
room for new kinds of conversation topics. Additionally, the need for critical and 
intellectual voices of social democratic ideals was still there, and because the timing was 
right, this was the start of Per Wahlöö’s writing career, which later led to the writing, 
together with Maj Sjöwall, of a ten-novel series about police procedurals and the life of 
police detective Martin Beck. 
The aim of this section was to outline the background that led to the birth of the Beck novel 
series. In the following chapter, the focus is more on the television series and the production 
process behind them, which are, of course, very different from the process and time period 
when Sjöwall and Wahlöö wrote their novels. In the next chapter, I will also present the 
methods used in this study. 






This chapter describes the methodology used for this study. First, in section 3.1, research 
design is presented with a literature review of relevant academic literature for the 
methodology of this study. Secondly, the data used for this study, is presented. 
Additionally, a sampling scheme section is presented to describe the process of my analysis. 
In section 3.1.2, after I have explained the data – the chosen episodes, I describe what kind 
of reception Beck has received in media. In section 3.2, the intention is to reflect on the 
chosen method for this study. In the final sections (3.2.1) and (3.2.2), I discuss the sampling 
process, and validity and ethics for this study.  
The approach of this study is qualitative as opposed to quantitative. As Benshoff (2016) 
describes, methods in film and media studies are closely aligned to liberal arts disciplines 
such as literature and history. Television and film research is also firmly adjusted to 
qualitative research, where the intention is to explore something – in my case the societal 
settings in relation to the studied media texts. Mass communication studies are many times 
closely aligned with quantitative approaches, where the use of numbers and statistics can be 
used to quantify something significant about media texts and media industries. This kind of 
research can be used to study mass communication from a statistical point of view.  
However, a quantitative approach is not the aim of this study. The meaning of this study is 
to analyse how Sjöwall and Wahlöö’s detective story about Martin Beck in television 
reflects on the societal settings in Sweden. Additionally, this study examines the underlying 
tensions of Sweden, and how these tensions come forward in fictional television series. 
Since my research consists of representations of crime and society, I will also briefly sketch 
out an overview of the theories as a backbone for my research. First, in this methods 
section, I need to mention what has been done in critical cultural studies approaches 
regarding media theory, and the main work in this category can be drawn from the work of 
Douglas Kellner (2000, 2002). Kellner uses a three-way classification as his theoretical 




premise: a developed Frankfurt theory for social settings, a developed postmodern theory, 
and a British/Birmingham theory for cultural studies (Kellner, 2000, 24–48). Also, I shall 
introduce the procedure of thematic analysis, which will be used for the data analysis of this 
study. 
The approach of this study is a content-orientated analysis based on thematic reasoning, 
conducted through qualitative thematic analysis (e.g. Tanner, Haddock, Zimmerman and 
Lund 2004; Braun and Clarke 2006). I will refer to eight episodes from the second season of 
the popular Swedish crime TV series Beck, produced in the years 2001–2005, and starring 
Peter Haber as police detective Martin Beck. However, for a more detailed analysis, I have 
made the choice of concentrating on four episodes from the second season. Needless to say, 
as source material this is not fully comprehensive and leaves room for interpretation. 
However, this research can express observations based on these four films about critical 
changes in the Swedish welfare society. To research audience response is another research 
topic, and therefore in section 3.1.2 there will be a critical response section.  
The analysis of the data in this study is broken into two parts. Firstly I will explore the 
relations of social critique and setting using thematic analysis (e.g. Braun and Clark 2006; 
Deacon et al. 1999; Rose 2007; Priest 2010). Secondly, ideological critique will be used as I 
intend to position the episodes within their themes. 
The case study episodes for this study, Hämndens pris (2001), Mannen utan ansikte (2001), 
Kartellen (2002) and Enslingen (2001), have been obtained from the DVD collection stored 
at the Nordic Culture Point’s library, which is located in Helsinki, Finland. The English 
translations for the titles of these episodes are: The Revenge, The Man with no Face, The 
Cartel and The Recluse. In the following chapters, I will use the English titles. Furthermore, 
the episodes will contain numbering in brackets to understand which episode is analysed 
and this will help to understand where they are placed among the total number of episodes. 
The intention of this study is to analyse the four case study episodes from a critical 
perspective. The material is limited to only four episodes as the total number of episodes is 
very large – by the year 2016 the number of episodes, beginning from the year 1997, 
exceeded thirty. This study provides an examination of the critical implications of Nordic 




crime fiction, connecting to the theme of welfare society in Sweden. Taking into account 
these issues, I address the following research question: 
What kind of representations of crime and social tensions in the Swedish society and 
welfare state does the television series Beck offer? 
3.1 Research Design 
The primary method used in this study is a thematic content analysis, applied to four 
television episodes from the television series Beck. According to Braun and Clark (2006), a 
thematic content analysis, unlike a survey or qualitative research interview, gives the 
researcher a larger understanding of the patterns and the significance of media research.  
In this research, I am interested in the contents of the data, and, thus, using surveys or focus 
group interviews would not be to the benefit of this kind of study. The material used for this 
study is, therefore, analysed directly using a thematic content analysis. The aim of a 
thematic analysis is to examine representations of crime and social tensions using a 
discursive analysis of the described phenomena (Denzin, 2005). This study will focus on 
what kind of social tensions can be found in Beck in the early 2000s and what kind of 
representations of crime correlating with the country of Sweden. 
Douglas Kellner’s ideas concerning critical pluralism, a “multiperspectival” approach to 
cultural products, offers a useful approach for my purposes. Especially regarding film 
research, Kellner emphasizes the importance of relating films to their setting, class, genre, 
economy, history and politics (Kellner 1995, 104). The method I use for this study, thematic 
content analysis, is not exactly the same as presented in Media Culture (1995), although 
Kellner presents an overall method for analysing cultural products, especially on how to 
closely read and interpret television. 
In the words of Benshoff (2016), there is no “grand theory” to be utilized in television 
analysis. There are, of course, ways to approach television from a variety of critical and 
analytic perspectives. Theories that can be used here are more or less variations of each 
other, and it can be said that I as a researcher will give this study a subjective perspective. 




In the following section, I move on to a more practical approach and explain why I have 
chosen the data. 
3.1.1 Data Collection and Data Specifics 
The televised Beck series are ultimately entertainment for the mass audience, and in an 
expressive way they touch upon the social tensions of the welfare state. I argue every 
season of Beck has episodes that for their quality and audience reception are suitable for an 
analysis such as mine. Still, for this study, researching every available episode is not 
mandatory in order to find key answers to my research question. In order to analyse every 
available episode of the Beck series, a quantitative study is required to achieve the required 
validity. It was necessary to see as many episodes as possible in the beginning, but only 
four episodes were chosen for the analysis. 
I shall also take into account the effect of directors. Two dominating directors appeared in 
the first four seasons of Beck, Harald Hamrell and Kjell Sundvall, both of them having 
recognition in directing films and television before they entered the world of Beck. Starting 
from the first episode, Lockpojken/The Bait-Boy (1:1, 1997) the scriptwriter has been Rolf 
Börjlind, and from the second season his wife Cecilia assisted him. Season five is an 
exception in the terms of scriptwriting, since the couple Börjlind were no longer part of the 
production. In the fifth season, various people such as Mårten Klingberg, Mikael Syrén, 
Daniel Karlsson, Antonia Pyk, Josefine Johansson and Stefan Thunberg wrote eight 
episodes. The directors of the fifth season were Mårten Klingberg, Stephan Apelgren and 
Jörgen Bergmark. These names are worth mentioning for future investigations but since this 
study concentrates on the second season, these names will no longer be named in this study, 
but for a further analysis on newer Beck episodes, they are meaningful names behind the 
success of Beck. 
In the following section, I will describe the data used for this study. The data that was 
collected consists of four episodes produced at the beginning of the 2000s – more 
specifically, the episodes I researched came out between 2001 and 2002. I also looked at 




other episodes, since the second season consists of eight episodes. I have seen all eight of 
them, making what can be called a close reading, but for the sake of the analysis, only four 
of them were utilized. On logical grounds, my first intention was first to gather data from 
the whole second season, but after making a close reading of the last four episodes, 
eventually I found that these episodes did not have enough social relevance. Hence, I made 
the choice of researching only the first four episodes and these were The Revenge (2:1), The 
Man with no Face (2:2), The Cartel (2:3) and The Recluse (2:4). According to many 
reviews of the second season, the episodes tend to loose social relevance toward the end. In 
my sampling, I began by analysing at The Revenge, an episode that critically examines the 
Swedish society. This particular episode achieved much attention after its release, since it 
recalled to mind an actual tragedy, a police murder that had happened at around the same 
time in Sweden, although according to the scriptwriter Rolf Börjlind the script was already 
written before the actual events took place. This episode also had a theatre premiere, but 
after this, the producers of Beck decided to concentrate on television, and the next theatre 
premiere was for episode number eight, the last episode from the second season, Sista 
vittnet/Blind Profit (2:8, 2001), Given to the centrality of the discussion, I will only describe 
these other episodes. Even if they are influential, they are only a supplement for my study. 
Before turning to the data collection for this study, it is necessary to say something about 
the production company responsible for the televised series of Beck. Established in 1988 in 
Stockholm, Filmlance International transformed Sjöwall and Wahlöö’s characters to the 
screen. The televised series, starting in the year 1997, was only based on characters from 
the novels written between 1965 and 1975. The first episode produced by Filmlance 
International was Lockpojken/The Bait-Boy (1:1) released in 1997. It was directed by the 
Swedish director Pelle Seth, and a co-produced by production companies Degeto Film, 
Eurimages and FilmNet Ab. The episode gained also recognition since it was a German-
Swedish-Danish co-production and the first episode explicitly not based on the novels. The 
scriptwriters were Rolf Börjlind and Cecilia Börjlind and it was the first episode starring 
Peter Haber as Martin Beck and Mikael Persbrandt as Gunvald Larsson. Many critics claim 
Gunvald Larsson increasingly took over the second season, and I will substantiate this claim 
in the analysis chapter. According to Gustafson (2010), it was actually and surprisingly 




Gösta Ekman who was supposed to play Beck in the first episode The Bait-Boy (1:1), the 
actor starring in six earlier episodes made between 1993 and 1994. Due to various delays in 
the production process he chose not to participate in the production. Moreover, another 
interesting anecdote found in Gustafson (2010) is that it was Gösta Ekman who created 
Valdemar, the neighbour of Martin Beck, played by Ingvar Hirdwall. For the sake of the 
discussion, I will also elaborate on Ingvar Hirdwall’s character in the analysis section. 
In addition, I will outline some of the common procedures of distribution and funding, here 
again using the example of the Beck television series. It is common for filmmakers to team 
up with foreign broadcasters and distributors in order to secure funding for their 
productions. Not surprisingly, the Beck series, starting from 1997 and consisting today of a 
total number of 30 episodes, was originally financed as a partnership, as is often done for 
many international productions. This style of financing can be labelled a new business 
model for public service media. For this reason, various partnerships generate a model, 
which can be called a section of the New Public Management approach. This approach 
might promise better market shares in order to attract funding and international partnerships 
also reduce the risks and costs of television productions. (Raats, 2012, 111.) 
It is worthwhile to say something about what has been done in the Beck era before the 
televised series starring Peter Haber as Martin Beck in 1997. Through the years, many 
independent films have been produced about Martin Beck based on Sjöwall and Wahlöö’s 
novels. Most of them are directly based on the books while some are inspired by the stories 
of the novels but set in another environment. In these films, many different actors have 
portrayed the role of Martin Beck and his colleagues. Between 1967 and 1993 six 
independent films, both Swedish and international, have been made based on some of the 
novels included in the novel series Roman om ett brott (The Story of a Crime, 1965). 
The first film version of the very first novel Roseanna came out in the year 1967, but 
perhaps the best-known moment in the Beck era can be traced back to the year 1976 when 
the Swedish director Bo Widerberg took the challenging job of adapting the novel Den 
vedervärdige mannen från Säffle (The Abominable Man, 1971) into a film. It was renamed 
Mannen på taket (The Man on the Roof) and starred Carl Gustaf Lindstedt as Martin Beck. 




It became a pioneering Swedish crime film, much known for the provocative language the 
policemen are using and for the police helicopter crash on Odenplan in Stockholm. Between 
1993 and 1994 six independent films were made based directly on the novel series The 
Story of a Crime, starring Gösta Ekman as Martin Beck and Rolf Lassgård as Gunvald 
Larsson. The series was praised, and Mannen på balkongen (The man on the balcony, 1993) 
was awarded a Guldbagge (The Swedish film prize) for best screenplay. In Polismördaren 
(The Police Murderer, 1994), Mikael Persbrant (Gunvald Larsson from 1997–) made his 
first appearance in a Beck production, acting as a supplementary police officer. 
It is also important to explain the very first season with Peter Haber as Martin Beck, made 
(1997–). They are made-for-television films, and in the future I will call them episodes. The 
first episode of the first season, as mentioned earlier was The Bait-Boy (1:1). From this 
episode, the producers continued without building on any of the novels and only 
concentrating on the characters. Even if the first episodes from the first season are not the 
main concern for my analysis, they have fostered debate on whether they reflected the 
economic recession in the Nordic countries in the early 1990s. The available evidence 
seems to suggest that there is a connection between the recession and the episodes, but this 
will remain to be considered and studied more widely eventually in another research. 
After all, my study consists of an analysis of episodes produced between 2001 and 2002, 
episodes made earlier or later than this will not be considered.  
While the episodes starting from 1997 are only based on the character and not the novels, 
one of the authors of Beck, Maj Sjöwall has never opposed the adaptations of the novels 
and she is literally pleased to see many of the novels again getting recognized. She has said 
she is happy that her books are reaching people. Although producers who are economically 
interested are utilizing the characters Maj Sjöwall and Per Wahlöö created as much as they 
can, Maj Sjöwall does not mind. According to her, film producers need to do these actions 
in order to attract an audience.  
The new episodes of the fifth season beginning in the year 2015 are completely different 
from the ten novels Sjöwall and Wahlöö wrote between years 1965 and 1975. The fifth 
season had its premiere in the spring of 2015 on channel Cmore, and had titles such as 




Room 302 (5:1), The Family (5:2), The Invasion (5:3) and Hospital Murders (5:4). In the 
spring of 2016, another set of Beck movies came out with the titles Gunvald (5:5), Steinar 
(5:6), End of the Road (5:7) and The Last Day (5:8). Gunvald is the last episode where 
Gunvald actually appears, since Mikael Persbrandt had announced earlier that he wanted to 
focus on his international film career. 
It is necessary to say something about the scriptwriters for the second season, Cecilia and 
Rolf Börjlind. They adopted the ideas of Maj Sjöwall and Per Wahlöö – about mirroring 
social problems in the 1960s Sweden. Their impact is particularly displayed in the second 
season, made between years 2001 and 2002. It was obvious for me to choose this season for 
a close reading, which, I argue, is the most crucial and socially engaging from the five 
existing seasons. There has been an inconclusive debate about whether the scriptwriting of 
the Börjlinds has resulted in the social impact and the reception of the Beck series.  
Rolf Börjlind was already in early age affected by social issues and he pursued a journalism 
education in Stockholm but dropped out before graduation. Together with his wife, he has 
written 26 Beck episodes for film and television, with the most recent work for them being 
the scriptwriting for the televised series Arne Dahl. As a couple, they are also authors of a 
number of detective novels. Repeatedly these novels analyse the deeper lives of their main 
characters, and in a way, they display the essence of the scriptwriters behind Beck. One of 
the most recent novels, Den Tredje Rösten (The Third Voice, 2013), is an example of a 
detective story with a true Sjöwall and Wahlöö spirit supplemented with moderate social 
criticism to balance the storyline (Hjelm, 2013). Together as a couple they have also written 
material for a number of other television series. Rolf Börjlind has independently written the 
screenplay for 18 Swedish movies and received a Guldbagge Award (the highest prize in 
the motion picture industry in Sweden) for the film Yrrol (1994). As this study is an attempt 
to address the issue of social relevance of the Beck series, I argue that on these grounds 
Cecilia and Rolf Börjlind are one of the reasons behind the success of the television series 
Beck and why it has drawn attention for its social criticism. 
The second season of Beck was a co-operation between production companies Filmlance 
and the Danish company Per Holst Film A/S. The second season was also co-produced by 




Swedish TV4 AB and Nordisk Film Productions Sverige AB, Danmarks Radio (DR), TV2 
AS Norge, the Finnish MTV OY and Canal+. The production also received support from 
Nordisk Film and TV-Fond and the MEDIA programme run by the European Commission. 
The chosen four episodes from the second season are the following: Hämndens Pris (The 
Revenge, 2001), Mannen Utan Ansikte (The Man with no Face, 2001), Kartellen (The 
Cartel, 2002), Enslingen (The Recluse, 2002). I argue these four episodes give the most 
suitable and comprehensive substance for the sake of my analysis, considering their 
commentary on society. The second season of Beck, made between years 2001 and 2002, 
consists of eight episodes. I shall give a brief explanation of the plot and themes of them. 
Hämndens Pris (The Revenge, 2001). As the first episode of the second season, it was 
expected to be an audience hit because of the success of the first season. The directing of 
the episode is by Kjell Sundvall. In the first scene, three dark-looking men are stealing a 
shipment of advanced explosives. They drive away and are later stopped by the police while 
fixing a puncture. What follows is an act of brutality – the robbers take the lives of the 
policemen since they are afraid they have been recognized. For Gunvald Larsson, this 
involves a personal crisis since he knew one of the police officers. Beck and his colleagues 
find themselves in a difficult situation, as they have to do everything to bring the 
perpetrators to justice. The episode used a current theme and raised discussion about the 
number of crimes that take place in Sweden. For this reason, in the analysis chapter, this 
issue is discussed. 
Mannen utan ansikte (The Man with no Face, 2001) is the second episode of the second 
season, directed by Harald Hamrell. In the first scene, we see a man with a dog walking in 
the summer evening. Suddenly he is attacked by an unknown hit man and later found in the 
forest nearby. Now Beck and his colleagues need to investigate why the victim’s face has 
been cut off. Immigration is widely discussed in this episode and arises as the main theme. I 
will further discuss the immigration theme in the analysis chapter. 
Kartellen (The Cartel, 2002) is the third episode of the second season, directed by Kjell 
Sundvall. The episode starts with a restaurant owner getting attacked by two foreign men. 




This leads to an investigation by Beck and his colleagues involving corruption in the 
restaurant industry. In this particular episode, there was no single predominant theme. 
Therefore, a number of overlapping themes are discussed in the analysis chapter. 
Additionally, in this episode, Gunvald Larsson becomes a theme by himself as he is forced 
to withdraw from the investigations as a result of a leg injury. In the analysis chapter the 
role of Gunvald in this episode will be discussed along with some of the overlapping 
themes, such as welfare. 
Enslingen (The Recluse, 2002) is the fourth episode of the second season, directed by Kjell 
Sundvall. This is the final episode for the analysis chapter of this study. This episode begins 
with a scene in which an Asian woman is found deceased in the Swedish archipelago. 
Martin Beck suspects the woman has been a prostitute, as is concluded by the talented 
medical examiner Oljelund (Peter Hüttner). Additional information on Oljelund will be 
provided in the character description section. After the medical examiner has proved the 
victim was a prostitute, Gunvald and Beck continue their investigations, when suddenly and 
unexpectedly a retired man is found deceased in his own yard. This means more work for 
Beck and his colleagues. This episode is filled with imaginative clues and the storyline 
leaves the audience questioning how everything is connected. Consequently, it is necessary 
to say something about the themes found in this episode, one of them being social 
alienation. Together with raising other themes, such as immigration and sex trafficking, this 
episode offers various bits of information that will be discussed in the analysis chapter. 
Likewise, the rich interplay of the characters Alice Levander (Malin Birgerson) and 
Gunvald Larsson has to be mentioned. The police commissioner Margareta Oberg suspects 
their relationship might have a bad effect on everyone else, and therefore tries to resolve 
their wrangling. Regarding themes, this episode presents a fair amount of material, from 
man-woman relationships to immigration issues. These issues are further discussed in the 
analysis chapter.  
Okänd avsändare (Sender Unknown, 2001) is the fifth episode of the second season, 
directed by Harald Hamrell. This episode is not part of my analysis, but I will give a short 
description of this episode. In the beginning a mysterious homicide is being investigated, 




where a man was attacked in the airport parking area. Beck and his colleges need to find out 
why this person had emptied two bank accounts the day before he planned to leave the 
country. At the same time, a struggling journalist receives a package from an anonymous 
source, with information about nuclear waste and corrupted EU’s finances, which leads to a 
conspiracy that reaches far beyond the borders of Sweden. Corruption and international 
criminality are compelling themes in this episode. 
Annonsmannen (The Ad Man, 2001), episode number six from the second season, was 
directed by Daniel Lind Lagerlöf. A woman is brutally attacked in the forest at the 
beginning of this episode. It is assumed that this is an easy crime for Beck and his 
colleagues to solve, but they discover that the reasons for this case are far more complex. 
I argue that this episode gives worthwhile material for someone wanting to research Beck 
from a feminist perspective. An example of feminist actions is police investigator Alice 
Levander contacting the man who is probably the attacker. They then decide to meet, which 
surprises Beck and Gunvald, as they cannot believe that a female police can be this brave. 
Moreover, the episode presents Beck’s chief, police inspector Margaret Oberg, with 
personal experiences of domestic violence. This theme is also displayed profoundly in the 
third season, in the episode The Scorpion (3:1). 
Pojken i glaskulan (The Boy in the Glass Bowl, 2002) is the seventh episode of the second 
season and directed by Daniel Lind Lagerlöf. In the introductory scenes, a woman is found 
deceased at her home together with her autistic son, who is covered in blood but still alive. 
The boy is unable to communicate with anyone and he also quits his favourite hobby, 
drawing. Martin Beck solves this complex puzzle together with his colleagues and has to 
find out what is the role of the child in these actions. This episode gives a fair amount of 
information about parental relationships. 
Sista vittnet (Blind Profit, 2001) is the episode eight and the final episode of the second 
season, directed by Harald Hamrell. Three female prostitutes from Latvia are found decided 
in various neighbourhoods in Stockholm. Beck and his colleges make the conclusion, that 
the women have been imported to Sweden. They were all blind and infected by threatening 
diseases. Large amount of the scenes were filmed at the University centre for Physics, 




Astronomy and Biotechnology of the University of Stockholm, connecting the storyline of 
this episode to current events and real life surroundings. Additionally, Gunvald goes 
undercover in the prostitution industry, one of the themes together with international trade 
and controversies in the biotechnology industry. 
3.1.2 Critical Reception of Beck  
The aim of this section is to identify how the press has either praised or criticised the Beck 
television detective series. The original novel series by Sjöwall and Wahlöö, The Story of a 
Crime, was first adapted to film in the year 1967, with Roseanna. After this, a number of 
films have been made based on the novels and, later on, independent episodes based only on 
the characters. It would be interesting to conduct a study based only on reviews, because, as 
Tapper (2011, 573) claims, the quality of film criticism in Sweden is high. But this would 
be a totally different research topic. 
In this section, I rely upon Tapper’s (2011) extensive dissertation, where he thoroughly 
introduces and reviews individual episodes from every season, taking into account what 
magazines and newspapers have said about different episodes. Since this section is based on 
the research done by Tapper (2011) I will not explain further the background of the 
individual journalists behind the critiques. Some critics argued that the first season, which 
began in the year 1997, lacked the charisma actor Gösta Ekman provided when he portrayed 
Martin Beck in six films between years 1993 and 1994. Moreover, some critics said because 
Peter Haber was younger and tougher than Gösta Ekman he had a lot of characteristics to be 
developed in future seasons. He brought the series the much-needed excitement which was 
somewhat lacking in Gösta Ekman’s performance. Furthermore, the first season with Peter 
Haber was also praised because it involved Mikael Persbrandt as Gunvald Larsson. Some 
critics said he had a calm voice and looked like a man coming straight from the theatre – 
and his masculine looks and attitudes made him believable. The first episode starring Peter 
Haber as Martin Beck came out in 1997, named The Bait-Boy (1:1) and premiered at the 
cinemas 27th of June. The critics gave this episode a dull response, but they had high hopes 
that the forthcoming episodes. Between years 1997 and 2016 a new set of episodes was 




made based only the characters, all in all numbering 36 episodes by the year 2016. Some 
critics even argue the television series with Peter Haber as Martin Beck does not have the 
credibility of the novel series, and new characters do not match the idea behind Sjöwall and 
Wahlöö’s characters. There has also been praise for adding new social critique to the 
characters, and some of the critics have even suggested that the name of the series should be 
changed to Gunvald, especially as he takes more space from Beck in the second and the 
third season. 
Sweden was devastated by two police executions following a bank robbery in the year 1999 
in Malexander, a village in southern Sweden. The episode The Revenge (2:1) seems loosely 
based on these events and has arguably many similarities. In an interview one of the 
scriptwriters, Cecilia Börjlind, explains the script was already written before these events, in 
the year 1997. Many critics praised this episode for its many similarities to these actual 
events. Similarly, Tapper (2011, 105–107) underlines that the end of the 1990s and the early 
2000s marked a new era, when media began to report increasingly about violence. 
Moreover, the director of this episode, Kjell Sundvall, received a boost for his career after 
directing this financially successful episode and directed several Beck episodes after this 
one. The Revenge had a premier in June 2001 and it became the fourth most seen Swedish 
film in the year 2001 and the most popular among the episodes made between the years 
1997 and 2010. Some critics, for example, Eklund (as cited in Tapper, 2011, 575) claim that 
The Revenge is the most “Swedish” police drama ever made, meaning that it displays the 
idyllic Swedish summer combined with a likeable “old-time story”. Besides, Eklund draws 
parallels to a song “Sommaren är kort” by Swedish musical artist Tomas Ledin, who sings 
about the brief Swedish summer, when rain can always surprise and the autumn is 
approaching. Combined with the theme of the episode, one can get the impression that the 
summer in Sweden is the time when life should be lived to the fullest. These concepts go 
together with the one of the interesting details of this episode, to illustrate the regular 
summer in Sweden, where the sun does not set, but there is always a chance of rain. As 
noted, only two episodes from the second season were premiered in theatres, The Revenge 
(2:1) and Blind Profit (2:8). As the critic Peterson (as cited in Tapper, 2011, 575) explains, 




“if all of the episodes from the second season had been as good as The Revenge, it would be 
a delight for the producers as they will be proud of having a socially meaningful output”. 
It makes sense to describe The Revenge in more depth, and in the analysis (chapter 4) the 
aim is to discuss this episode with more extent. The third season, The Scorpion (3:1), deals 
with many socially significant themes, such as misogyny. This episode is not part of my 
study but, as Tapper (2011, 576) claims, it was highly praised by critics and must be taken 
into account for its social relevance. In the fourth season, only two episodes were made, The 
Eye of the Storm (4:1) and Buried Alive (4:2). The fourth season was criticised, and critics 
claimed the intention of the producers had been to add more action to gain a more American 
feeling. With these goals, less focus was placed on deepening and developing the 
characters. Lindblad (as cited in Tapper, 2011, 577) writes that in the fourth season Beck 
and Gunvald are starting to loose their image as “fathers” of the people’s home. Hence, 
some of the critics argued that the fourth season lacks the original building blocks of 
Sjöwall and Wahlöö, such as the general reflections on Swedish society. Tapper (2011, 578) 
describes the new production policy of the Swedish Film Institute and argues the fourth 
season is distinguished by higher budgets than the previous seasons, a more movie action 
feeling, and grotesque hunger for obscure criminals. Tapper (2011) further wonders why 
Swedish audiences even want to see the Swedish policemen any longer in the fourth season, 
since they are portrayed as “as grey as concrete”, tracking criminals who are out of this 
world. In an interview in the year 2010, the scriptwriter Rolf Börjlind criticized the newer 
Beck episodes (Rolf and Cecilia Börjlind were scriptwriters for the episodes 1997–2010). 
According to Börjlind (as cited in Tapper, 2011, 579) the episodes for which he and his 
wife were the scriptwriters, were filled with powerful elements of social commentary that 








3.2 Data Analysis Methods 
In this section, a brief sketch of the methods used will be given. Rather than explaining 
every method possible for the analysis of television, I have made the choice of applying a 
method called thematic analysis. Since the data of this study consists of episodes from a 
television series, thematic analysis was the most suitable choice for a methodology. The 
technique used to conduct a thematic analysis is the following. First the researcher decides 
the amount of data and determines its limits. Second, the researcher makes a close reading 
of the studied data. Third, he seeks themes in the used data. Furthermore, the researcher has 
to take into consideration every possible theme within the data by making more or less 
coherent observations. As mentioned by Denzin & Lincoln (2011, 5–6), qualitative study of 
television is difficult to define clearly an it does not belong to any single discipline, since 
the researcher can ask questions and make assumptions dependent on the studied material.  
I will call my analysis method a qualitative thematic analysis. In the first place, the material 
was thoroughly examined several times before the observations were refined. A thematic 
analysis involves finding patterns or themes across the data, which gives descriptive results 
from the analysed data. My methods are grounded in critical theory, conceptualising the 
methods of constructing bridges between various political movements as Douglas Kellner 
emphasizes in Media Culture (2000). Before going into the details behind the methods for 
in this study, I am obliged to address the distinctiveness behind thematic analysis.  
The method of thematic analysis is used to examine themes within a set of data and to 
categorize the themes. For my own thematic analysis, sampling can be done in an applied 
way, firstly viewing the raw material several times, to get to know the information 
contained in the material. Secondly and more extensively, the researcher’s workflow 
consists mainly of creating a preface sampling, from every observation made from the raw 
information. For Boyatzis (1998), thematic analysis is mainly a tool for investigating new 
findings from already existing information. Therefore, thematic analysis is by no means a 
methodical approach of its own. In addition, what many researchers appreciate about 
thematic analysis is its flexibility, and therefore it is widely used. Simultaneously Braun and 
Clarke (2006), argue thematic analysis has enough theoretical freedom to give the 




researcher suitably detailed data to be analysed. Hence, for analysing television texts, 
thematic analysis can in my own study be used to find and categorise the themes that are 
interesting for the sake of the analysis. These themes are meant to arise from the television 
series, not explicit as such, but with adjustment the themes develop and give answers to my 
research question, concerning what kind representations about Swedish society can be 
found in this particular television series. However (Attride-Stirling, 2001) distinguishes the 
importance of finding details and interpreting them meaningfully from the used themes. 
Occasionally, the researcher can observe the themes directly from the data, without 
conducting an actual thematic analysis (see e.g. Singer & Hunter, 1999, for a clarification 
on this). Some of the themes found in my data came directly, without further processing. 
Rubin and Rubin (1995) claim that conducting thematic analysis can be eye-opening and be 
appealing for the researcher since finding new and never before seen themes can be done in 
an easy and flexible way. They argue using this method gives the researcher thrilling 
outcomes, since thematic analysis seeks understandable patterns and themes. Themes and 
concepts will emerge from the data unexpectedly, even though this part of the process is the 
passive part of the analysis since it denies the active role of the researcher. The researcher 
becomes in a way passive: after all, the selection of different parts of the material is not 
active and direct; it requires focusing on which parts of the data are used. Moreover, the 
term thematic analysis is used to refer to a wide range of various analysis methods (Taylor 
& Usher, 2001). Furthermore, in my research I need to acknowledge the importance of 
qualitative research in media analysis as such, bearing in mind the theoretical backdrops 
affiliated with thematic analysis. 
3.2.1 Sampling Scheme 
The content analysis in this study primarily captured the presence of eight themes appearing 
in the second season of the televised Martin Beck series. The unit of analysis for media 
content was the whole episode, including close readings of every scene with visual, audio 
and social context. Each episode was examined by using a sampling manual, largely based 
on (Boyatzis, 1998). First, a number of themes were used to scale down the number of 




elements appearing in the scenes. I adapted the thematic analysis scale from Braun and 
Clarke (2006). Moreover, when sampling the themes, I made a selection of the following 
themes: (1) Welfare State; (2) Ordinariness; (3) Family Structure; (4) Gender equality; (5) 
Social Alienation; (6) Immigration and Foreigners; (7) Compassionate Violence; (8) 
Individual Compassion. 
In the analysis chapter, it has to be taken into account that the themes overlap each other, 
and some of them get more space. To make it clearer, I have also made subsections to mark 
the overlapping themes. The sampling manual was created on the basis of the themes. The 
analysis was carried out first by measuring the different themes and then by listing them. 
Each of these themes was then manually treated. Then from the list of different themes, I 
selected the most appropriate for my analysis and the most meaningful for this study. 
3.2.2 Validity and Ethics 
This research approach has its limitations. Benshoff (2016) argues that validity as such in a 
qualitative, content-based media study, is not as important as if the research were 
quantitatively based. If this study took into account audience behaviour, validity 
perspectives should be taken into greater account. Further, Benshoff (2016) claims one of 
the limitations for a content-based study is that the researcher independently studies the data 
(television series), without the opportunities to use a more people-centred approach, such as 
interviewing producers, directors or scriptwriters. 
I have been clear from the outset that this study is a content-based qualitative research, not a 
quantitative one, which places some challenges in terms of validity. The research consisted 
of finding themes, and I found this way of conducting research very useful. For finding out 
more specific answers to my research question, I had also other options besides thematic 
analysis. One of the options, which might increase the validity for a larger study of this 
subject, would be to analyse discussion boards on various Internet sites, such as the above-
mentioned “Nordic Noir Book Club” on Facebook. One weakness of studying directly the 
content of a television series is the issue of relevance. The researcher has no proof or 




guarantee that studying a television series gives any more information than studying the 
literature (the original source) behind the series. It must also be remembered how much 
more the written form accommodates. A television series or a film is always a compromise 
between the producers, the director and the scriptwriter.  
However, it must be said that this study is in place because Beck as a phenomenon has 
moved far away from the literary form and towards the time of Internet and television. 
Furthermore, studying a television series can open up critical issues regarding society, but 
there is no way a research like this can give answers and cover every issue regarding 
Swedish society. 
Studying media is a broad topic. To choose the relevant topic can be challenging when there 
is so much to choose from. In order to study a television series scientifically, one must 
locate the relevant issues for each and every study. Conducting a thematic analysis can give 
a handful of answers to the research question and the results obtained from a thematic study 
should not be generalised; it is only one way of producing critical social-scientific 
knowledge. 
I have dwelled on the weaknesses of my chosen methodology, in order to be able to have a 
research that meets the requirements of the validity of this content. Especially embracing 
social aspects that are the main interest of this study, this research will investigate important 
themes in the chosen television series and furthermore discuss the findings with regard to 
the themes. Keeping in mind the previous literature review chapter and the methodological 
discussions above, I will next move on to the actual analysis. 





4. Analysis: Representations of Social Commentary in the Second Season of Beck 
The objective of this analysis chapter is to determine the representation of social 
commentary in the four selected episodes from the second season of Beck. The overall 
impression is that the themes used in the television series are taken from current events, 
directly as a continuation of the social criticism used by Sjöwall and Wahlöö. However, a 
closer inspection reveals that there is much depth behind these themes, and they not only 
reflect the current events but also explain more about the structure of Swedish society.  
I begin this chapter by analysing the characters, and for this I have chosen three characters 
that in my opinion rise above the others: Martin Beck, Gunvald Larsson and Valdemar, the 
neighbour of Beck. The second part consists of an analysis of the themes, and the intention 
of this chapter is also to outline the current topics discussed in Sweden at the beginning of 
the 21st century. The second season was chosen to the great diversity of topics raised in the 
series. Eventually, as the themes are somewhat overlapping each other, I mention within 
each theme several episodes, that go together with the treated theme. Certain themes rise up 
more than others, and for the sake of the social importance, I give them more space in this 
chapter. 
4.1 Representations of Social Commentary in the Characters 
This section begins by analysing the characters. I argue that going deeper into to the inner 
lives of the characters makes this analysis more stimulating and gives interesting findings to 
this study in terms of social commentary. First, there will be a description of every character 
I see as relevant for the development of the storyline. Also, this chapter aims to build an 
understanding of, firstly, why these characters are included and for what reasons. Second, 
the aim is to relate these characters to my research question: how they fit in as characters 




commenting on Swedish society and the welfare state. Third, the goal is to focus on what 
makes the characters different from each other. 
4.1.1 Martin Beck – The Discreet Detective 
In this section, the focus is on Martin Beck – the Swedish police detective and the main 
character created by Sjöwall and Wahlöö. He is always working and does not have time to 
himself – these words arguably describe Martin Beck, played by Peter Haber. He is the 
main character already in the novels, but he also acts as the main character in the television 
episodes, beginning from the year 1997. Hellgren (2015) describes the presence of Martin 
Beck, from the novels to the television episodes. According to him, Beck in the novels was 
the anonymous hero of society, who had become more and more administered by others, the 
hero who always pushed himself forward not giving anyone a chance to prevent him from 
the fight against the growing bureaucratic machinery. Further, Beck is an organisational 
man, who can reflect on the decay of the society from a socialist perspective. In the 1960s, 
when the novels came out, as Hellgren (2015) further argues, he was a magnifying glass for 
the ignorant and indoctrinated middle class. In the world of Martin Beck, the welfare 
society is set on a downhill path and has sold out its socialist ideas to capitalism.  
However, I argue, he has changed and evolved into a modern puzzle solver, having to deal 
with modern identity politics. The development of Beck represents in itself a description of 
the changes during the time period. The perception of crime as seen through the eyes of 
Beck, is no longer as a sociological construct created by the capitalist society. Rather, the 
criminals are the incarnate source of evil, and weaknesses of the society are reflected when 
Beck tries to pursue the fight against criminality. 
Martin Beck presents an absence of expression; he is grey, abstract and utilitarian, rather 
than emotional and personal. American sociologist William Whyte argued in his bestselling 
book The Organization Man (1956) that the life of young men has become filled with 
emptiness, conformity and the dilemma of finding the meaning of life in a cynical world 
dominated by the upper crust of society. Martin Beck is the anonymous face of the state in a 




society where individuals are entirely devoured by the bureaucracy of the state. According 
to Whyte, the new social structure of the 1950s began to replace the traditional family 
structure, where the man was standing in the centre of the family. Thoughts like these were 
common around the time of the 1950s and 1960s and contemporary with the American 
bestseller The Man in the Gray Flannel Suit (1955), filmed the following year with Gregory 
Peck in the leading role. The film has parallels with the character Martin Beck, with a story 
about a man struggling to support his family, in a world where men are required to work 
hard, and have very little time left for their families. 
 
Figure 1. Peter Haber as Martin Beck 
In the televised episodes, Beck is a middle-aged man loyal to the law when fighting against 
criminality, always wanting to solve crimes without violence. Arguably, he tries to be kind 
and considerate to his closest ones, but has difficulties when talking about emotions. 
Martin has a daughter, Inger, from a previous relationship, but he sadly does not always 
have time to meet her. Sometimes they do meet in a close-by restaurant, but often their 
conversation is cut short due to disagreements. Martin also dines at the restaurant by 
himself, to relax and to meet with the restaurant owner, his friend Mats. Together with the 




dinner, he usually enjoys a carafe of red wine, but eventually he discovers that it is better 
for him to drink less, and in one episode he cuts down to only one glass. These human-
centred features shape Martin into someone the audience can relate to. His other favourite 
drink is calvados, and he preferably enjoys his drink on his balcony, looking out at 
Liljeholmsviken, and by chance meeting his neighbour, Valdemar. In the evenings, he 
relaxes and listens to classical music. Because Martin’s wife is never mentioned, it can be 
understood that he is alone, and secretly dreams of having a woman in his life, but his 
hesitancy in this matter makes it difficult, combined with the pressure he feels to succeed at 
his work. The further the series progresses, the more Martin begins to feel a need to have 
other people in this life. Eventually, he becomes good friends with Valdemar, the 
neighbour. Also, his colleague and eventually friend Gunvald, stands behind him in every 
situation. However, they have their disagreements, and when Martin feels the need to 
correct him he often shouts out his name, to show that he is a kind of father figure to 
Gunvald.  
In Martin Beck’s world, the welfare society is set in free-fall, where the core ideas of 
welfare have been sold out to capitalism and the intrusive power of a faceless state. Beck is 
holding on to the ideals of yesterday. In the novels, his role was mainly political, to be 
present and fight against the developing disappearance of the welfare state. In the television 
episodes I have researched, he is always using order and justice to prevent crimes. To 
conclude, Martin Beck is afraid of many things, but it is not clear whether it is his personal 
problems or the development of society.  
4.1.2 Gunvald Larsson – The Contradictory “Super-Cop” 
Gunvald Larsson is a thought-provoking character, one of the series’ most interesting 
characters, if not the most interesting: a man with disdain for the rules of law and harsh 
attitudes, who repeatedly engages in undisciplined revenge against criminals who are a 
threat to society. He is the opposite of the righteous police officer Martin Beck, who always 
follows the rules and has adherence to the law. The non-rational choices of Gunvald seem 
to be his only weapon against the state. His methods target radicalism and brutal 




criminality, in contrast to Beck, who can be seen as a metaphor for the declining welfare 
state. 
Every bad quality is equally displayed in Gunvald’s character and I argue his role is 
somewhat ambivalent since the mixed feelings he has about people are very contradictory. 
He also shows contempt for the masses, because he is a real individualist, and his main goal 
is always his own, which raises the question of whether he is a narcissist, although he also 
has a softer, more socially conscious side. Furthermore, he has a bizarre attitude towards 
women, and the viewer is not sure it is weakness for or admiration towards women. From 
his behaviour can at least be concluded that he is not the average Swedish male, with a wife 
and children. In season four, which I otherwise do not take into account in this study, it is 
revealed that Gunvald has a child with a woman who has been absent from his life for 
several years. 
 
Figure 2. Mikael Persbrandt as Gunvald Larsson 




Additionally, loyalty to work is displayed in Gunvald’s character. Also, awareness of 
sociological and psychological interpretation models for crimes is found in his personality. 
At a first glance, one can see a socialist in Gunvald, raging against corruption and 
bureaucracy, but taking a closer look, he fights the modern crimes of late capitalism. He 
does not moralise like Beck or have second thoughts when it comes to solving a crime. In 
the second season, he develops and becomes the only true hero of the series, capable of 
showing emotions no one else can.  
Already in the first season, in The Bait Boy (1:1), a special bond develops between Beck 
and Gunvald. In one scene, he asks Beck in a childish way, but without cynicism, “Am I a 
good police officer?” This scene and many others show their relationship is very close, 
beyond a normal collegial friendship. In many scenes throughout the seasons, the nature of 
Gunvald boils over with inappropriate language and gratuitous violence in a way Beck does 
not approve of because of legal and moral barriers. The longer the seasons progress, the 
more Gunvald becomes a symbol of growing conservatism and right-wing idealism, while 
Beck is left out with nothing. 
In the second season a transformation of Gunvald takes place into a person with more 
human empathy, who solves crimes efficiently and with rough violence but also dares to 
show emotions. According to literary critic Susan Jeffords, in the early 1990s there was a 
new paradigm for masculinity compared that of the masculinity of the 1980s. Fuchs (1993) 
states that during this time, romance wash pushed to the side and men were considered 
muscular and masculine, the “deadly weapons”. The male body became the most effective 
weapon against crime, as in the cop action hero character John McClane in Die Hard 
(1988). However, in the shift to the new era, men became socially engaged and emotionally 
fully aware of themselves, like Mel Gibson’s Martin Riggs in Lethal Weapon 2 (1989) or 
Harrison Ford as a lawyer in Regarding Henry (1991). 
After making this close reading on the character Gunvald, I argue his character is well 
thought-out in the light of social commentary. Every action by this character leads to 
vigilante retribution, where moral justification takes place instead of rationality. In other 
words, legal justification is not the main task for him, but rather the procedure of making 




the suspects pay for their actions. After all, it is not the justice system what is important to 
him – rather, it is showing that the police is above everything else in society.  
Perhaps because the character Gunvald is as complex as I have mentioned, he is also one of 
the most popular characters regarded by the audience. Video clips and other praising 
information about him can be found on various sites around the Internet. One of them can 
be found on Youtube called “The Best of Gunvald Larsson”. The clip has had more than a 
million views (8.7.2016). 
Already in season two, Gunvald starts to take over the privileged role of Martin Beck as the 
main character. He becomes the white male hero, transforming from the insensitive 
heartless cop to a mirror of Swedish politics at the time. As Tapper (2011, 555) argues, his 
rise to prominence forms a continuum with the success of the liberal-conservative party in 
Sweden of the 2006 election result. In season three, which is not included in this analysis, 
Gunvald considerably softens when he develops a crush on Martin Beck’s daughter Inger. It 
can be assumed that they would become a new kind of nuclear family, something that 
Gunvald had resisted much earlier. This can be compared to the new liberal attitudes in 
Sweden, where diverse forms of family are totally acceptable. The longer the series 
progresses, the less conservatism and the more soft values are shown in him.  
4.1.3 Valdemar – The Ambiguous Neighbour of Beck 
In this section, the intention is to identify one of the socially significant side characters, 
Beck’s neighbour Valdemar, played by Ingvar Hirdwall. He is introduced in the very first 
episode, The Bait-Boy (1:1), and his name only revealed later on. To begin, I will describe a 
scene from the first episode, since even if this scene is not included in the analysis itself; it 
gives an impression of his personality. 
Martin Beck comes home after another rough day. On his balcony, he meets the neighbour 
who asks him “Are you having a “Stänkare”, inviting Martin to share a drink with him. The 
word translates roughly as “a splash”, and this phrase is well associated with Valdemar. In 
the scene, Martin says he is too tired and they do not share a drink, leaving the audience 




feeling sorry for Valdemar. In upcoming episodes their relationship develops and they begin 
to spend more time together, mostly meeting on their balconies, but sometimes in their 
apartments. It can be seen that the neighbour is a very sociable person, enjoying the 
company of others, but unfortunately, as a pensioner he is alone most of the daytime. At 
times he praises himself and implies that in his youth he was a real womaniser and even a 
charming, skilled dancer. In a way, he reminds the audience of the social democratic past of 
Sweden, the time when community and friends took precedence over work. I argue he 
reflects some kind of averageness in an ever-changing world. 
Valdemar is definitely an important person in the life of Beck and his appearance is 
somewhat special and out of the ordinary. Valdemar is the red-haired and wears a support 
collar, in his mind stylish, apparently after an injury in his youth. Additionally, his 
wardrobe includes tweed jackets, stylish sweaters and shirts, and red eyeglasses. 
 
Figure 3. Ingvar Hirdwall as Valdemar, the neighbour  
He lives next to Beck in Hornstull, Stockholm. During the length of the series, they become 
truly close to each other. In the episode In the Name of God (3:1), the neighbour has just 




informed Beck that he will move, and to this Beck responds that is a great pity. But then the 
neighbour tells him that it is only one floor down. A special bond of friendship has 
developed between them. One example of their friendships can be found in the fifth season. 
Beck has to undergo a suitability test in his work, ordered by the new police commissioner 
Klas Fredén (Jonas Karlsson). He gives Beck the task of naming the three closest persons to 
him, outside the workplace. To this, Beck answers that three of the people in his life are his 
daughter Inger, grandchild Wilhelm and the neighbour Valdemar. This suggests that their 
relationship is meaningful, and it is rewarding to follow them. Of course, one reason behind 
the popularity of Valdemar as a character is his hilarious and intelligent life observations – 
but I argue that there is more to him. Arguably, Valdemar needs the support of the welfare 
society, he wants attention, and in the same way as individuals who are rejected by their 
closest hopefully receive support from society, he seeks attention from his closest friend, 
Martin Beck. Often Martin feels a bit sorry for Valdemar who never leaves his apartment 
and wears a neck support, things which he never questions. Mostly they start talking on 
their balconies and Valdemar comes out with strange observations, outlandish anecdotes 
and personal reflections. Beck often wonders if what he says is true or a not and when 
Valdemar asks Martin how his day has been, Martin tends to exaggerate a bit about all the 
crimes. He feels pity for Valdemar being alone all day and tries to add a little bit of 
excitement to his life.  
I argue the neighbour is one of the series’ most interesting characters. In his actions can be 
found an infinite source of wisdom about life. To give one example, in one scene the 
neighbour is playing loud music while Martin is trying to put his grandchild Wilhelm to 
sleep. Thus he knocks on Valdemar’s door and asks him to stop playing his music. To this 
the neighbour profoundly answers: “Schumann, have you ever heard of Robert Schumann?” 
With his little pearls of wisdom, he is always giving Beck little lessons of life. There is a lot 
to be learned from this neighbour. Because of his popularity and importance as a character, 
numerous video clips and fan sites about him can be found on the Internet. One of the clips 
I found on Youtube is called “Grannen i Beck - collage” and had 376 322 views (8.7.2016). 
The very fact that someone has taken the trouble to edit his best appearances into a video 
clip says something about his popularity. Additionally, he has also formed a strong fan 




culture, and one fan site on Facebook called “Grannen i Beck Community”, had 213 391 
followers (8.7.2016).  
4.1.4 Other Characters 
The purpose of this section is to identify the characters that are less relevant for the 
narratives of the second season of the Beck series. Even though these characters are small-
scale, they all have their own characteristics, and following them is rewarding. I analyse six 
characters. 
Margareta Oberg 
At the beginning of the second season, a new 
police commissioner is introduced, named 
Margareta Oberg (Marie Göranzon). She 
replaces the aloof man from the first season, 
Joakim Wersén (Per Morberg). She is a 
completely new kind of leader, and as the new 
police commissioner, she knows how to 
motivate a police squad. Also, she likes to 
stick to schedules and wants to see results 
from her colleagues. She always remembers to defend the rights of women and sometimes 
she gets into arguments with Beck about the gender equality in the workplace. Still, she is 
loyal towards her employees, and when she is questioned, she always seems to know the 
right answer. In the third season she is replaced by a young and sporty careerist Klas Fredén 
(Jonas Karlsson) who apparently wants to soar as high as possible within the police 
organisation. He seems like a man knowing how to handle things by the books, but lacks 
charisma and has no respect from his colleagues. Arguably, he is very different than 
Margareta Oberg, who gave the second season a certain motherly feeling of security. 





Alice Levander (Malin Birgerson) is 
introduced in The Man with No Face (2:2) 
and replaces Sara Beijer, a woman police 
officer only appearing in The Revenge (2:1). 
She is definitely much tougher than Beijer, 
and it can be said that she is a female 
counterpart of Gunvald. Arguably, she has a 
masculine appearance (short haircut, no 
makeup, male clothing) and is prepared for 
conflicts in any situation. Occasionally, she has difficulties with Gunvald, who does not 
tolerate female police officers. Their relationship develops further in the episode The 
Recluse (2:4), when Gunvald uncovers harassment of Alice by another police officer. This 
occasion makes their relationship warmer, and the further the second season progresses; the 
more they encourage each other. Alice Levander only appears in the second season like 
many other female characters. 
Sara Beijer 
This character (portrayed by Sophie Tolstoy) only 
appears in the The Revenge (2:1) She is an expert 
on profiling of suspects. Unfortunately, she is 
under constant pressure from Gunvald, who sees 
her practically as a trainee entering the police 
force and disturbing the work of the others. Even 
if he has qualities of a skilled and self-reliant 
police officer, and mature ideas about police 
investigation, he is unable to give her a chance. As mentioned above, Gunvald does 
generally not like female police officers and this gives a very harsh and cold image of him 
in every scene where he appears with Beijer, who has no chance to defend her role as a 




woman. Even if she has the acceptance of the rest of the police force, she cannot stand the 
mistreatment. In the following episode, it is revealed that she has resigned. 
Josef Hillman 
Josef Hillman is a colleague of Martin Beck played 
by German native Hanns Zischler, dubbed with a 
Swedish voice. For this reason, the character Josef 
Hillman gives the series a certain mystique being a 
German native, something that was not very easy to 
recognise, because the dubbing of this character is 
done well. He is a squeamish and hesitant 
individual, who at times shows signals of personal issues, such as alcohol abuse and 
desperate efforts to find female company. He has a bit of a crush on Alice Levander, the 
female police detective, and sometimes they have a beer together. To conclude, he is one of 
the supporting characters, all of his friends and colleagues like him and he does not wake up 
any resistance in anyone. 
Oljelund 
Peter Hüttner plays the medical examiner, a man 
Beck and Gunvald trust. He always offers the police 
squad his helping hand and gives them exact 
information when they want to be informed of the 
causes of death. He has a wide experience of a 
number of different death investigations, and once in 
a while he comes up with funny and unexpected 
comments, such as “I remember a woman who was 
ground up with a meat grinder”, at the moment when Beck and his colleagues are assessing 
the cause of death of a victim. Apparently, he has seen the worst crimes up close, and there 




is nothing more that could shake up his world. The sentimental Martin Beck with his soft 
values despises this kind of speech, where the procedure of autopsy is described in detail. 
One scene displaying the behaviour of Oljelund can be found on Youtube, called 
“Rättsläkaren flippar, in English meaning “The medical examiner freaks out”. In this scene, 
he is questioned about the cause of death of a victim. Usually he explains to Gunvald and 
Beck the cause of death in a rational and clear manner. By contrast, in this scene, when 
Gunvald inquires about the cause of death of a recent victim, Oljelund explodes and yells, 
“I have only done a visual examination on the victim”. The scene reveals the viewers the 
world in which Oljelund is placed – the modern developed Swedish welfare society has 
provided him a higher education, and he has utilised his skills with professional 
phraseology and manners. I argue that this commentary made by Oljelund, among other 
scenes where he in detailed manners describes his skills, are a sign of expertise that aptly 
correlates with the technically advanced Swedish society. To conclude, Oljelund is 
definitely one the most interesting minor characters in the series. 
Inger Beck 
Inger is Martin Beck’s daughter, played by 
Rebecka Hemse. She and Martin are close to 
each other, but they often argue when they are 
unable to agree on something. In season one, she 
acts like a spoiled and narcissistic child, always 
asking her father for money. The longer she 
develops as a character, the more mature she 
becomes, and begins to reflect the traditional 
female role of taking care of children and living an orderly life. By contrast, other female 
characters of the series, such as Alice Levander and Margareta Oberg, are mannish in their 
behaviour and apparently position their careers ahead of family life.  
I argue that Inger Beck represents the opposite of the social liberal welfare state, where 
females are supposed to be equally worthy as men, and even capable of advancing above 




men in their careers. To her, family life is always first, even though her shattered 
relationships sometimes make her life a mess. From a previous relationship with Peter 
(Lasse Lindroth), a soft man of unclear foreign origin, she has a son called Wilhelm, and the 
father of her child is only seen in the first season. The absence of him strengthens the 
perception of the emotionally driven man, here even displayed as the foreigner, who might 
disappear from a relationship at any time, without saying a word.  
The longer the series progresses, the more her father Martin has to acknowledge the 
presence of Inger. In order to connect with each other, they sometimes meet in a restaurant 
and have dinner together. Unfortunately, often Inger feels that her father is absent in his 
own thoughts. Obviously, as many crime investigations figure in Martin’s mind, he gives 
very little attention to his daughter. Interestingly, Inga was the name of Martin Beck’s wife 
in the novel series The Story of a Crime by Sjöwall and Wahlöö. A fascinating claim is 
made by Fernandez (2015), who argues that Inger is annoyed with Martin in the same way 
as his wife Inga was in the novels. This can be seen as an attempt by the scriptwriters to 
continue the attitudes of Martin’s absent wife in the life of her daughter. To summarise, 
Inger gives depth to the series, because her relationship with her father, and later on with 
Gunvald, makes the series more interesting in the middle of all the crime investigations. 
This chapter has shown that in the television version of Beck, the characters are as 
important as the themes found in the narratives. Analysing only the characters could even 
give reasons for an independent study, but in the following subsection I move on to the 
actual focus of this study, an analysis of the themes. 
4.2 Representations of the Welfare State 
This subchapter is the first part of the thematic analysis and here, I will outline and discuss 
the extensive theme of the welfare state. Since this term is very broad, I have made 
subheadings for those themes that, in my view, need more space. This first section discusses 
the term welfare state in broader terms, followed by two minor sections that discuss the 




themes ordinariness and family structure. Examples for this first section – the general theme 
of the welfare state – are taken from the episodes The Revenge (2:1) and The Cartel (2:3).  
I begin by explaining one scene from the The Cartel, discussing the weaknesses of the 
welfare state. At the police station Beck and his colleagues are wondering why Gunvald has 
not shown up for work. In this scene, Beck looks in this scene really worried, because 
Gunvald is his closest colleague and he expects him to be there as usual. Suddenly and 
unexpected, he enters the police station with crutches (see figure 4) knocking down a 
random woman employee and shouting out, “Would you be so kind and move, you maybe 
see that I have difficulties to move”. He is clearly bothered by his the situation since he is 
almost always seen as a superior masculine strong man who lacks any weaknesses. What he 
shouts out – “Kan du vara så snäll” (“Would you be so kind”) – is a common phrase in the 
Swedish language, a phrase used often at the beginning of a sentence, when one wants to be 
polite when giving a suggestion or order to someone. This is interesting, since it relates to 
the politeness built into Swedish attitudes, where using the word “Snäll” works as a softener 
in many social situations. It tells us something about attitudes and how one is expected to 
behave in the Swedish welfare state, where society provides equal opportunities for 
everyone and where all people are supposed to be equal. After Gunvald has said these 
words, Beck asks him what has happened, and to this, he answers that the previous day he 
had broke his leg. Thus, since the previous night Gunvald had been sitting and waiting at 
the municipal health station. While the others wonder about his bizarre behaviour, this plays 
out: 
Gunvald enters the police station and shouts out with a loud voice, “There are screaming 
psychos, smashed drunks and hyped-up drug addicts, and every bastard enters the doctor before 
me. What is wrong with our healthcare system? It took almost 13 hours to get my leg x-rayed 
and to get this cast on the leg. Then I had to wait another two hours while the head doctor was 
out on the golf course”. (The Cartel, 2002). 





Figure 4. Gunvald enters the police station with crutches 
Gunvald’s outrage is a protest against the weaknesses of the Swedish health care system. As 
he regards himself as a superior citizen of Sweden, he should have priority in the health care 
before everyone else. Then again, the municipal health care in Sweden is giving equal rights 
for everyone to seek treatment. In this case, the audience can only infer that Gunvald 
actually used the municipal health care in this situation. I argue that the scene was more 
emotional for the sake of drama, whereas in real life, a police officer would use private 
health care. Every workplace in Sweden with over 50 persons is obliged to arrange 
“occupational” health care for employees. Furthermore, because Gunvald in this scene is 
implied to have used municipal health care, the scriptwriters have in this way wanted to 
make a critical statement towards the welfare state. The scriptwriters have wanted to display 
Gunvald as someone who feels he is above the welfare state. If policemen are treated just as 
the rest of the citizens, they can be said to be a part of the welfare system, and the 
scriptwriters have with this small finesse intimated that everyone is equally threatened in 
Sweden. 




Another scene, from the The Revenge, touches upon the theme welfare state from the 
perspective of work ethics. In the scene, Martin Beck and police commissioner Margareta 
Oberg enter a room in order to have a meeting, and question if they are having their usual 
nine o’clock meeting since recently there has been a nation-shocking homicide. This scene 
raises the issue of working rules, also a part of the welfare state, where workplaces have a 
meeting every day at the same time. Contemporary working culture in many workplaces in 
Sweden has rules fixing a set of work hours. The eight-hour workday was introduced by the 
Social Democrats in a reform in the year 1919, and it took some time before the reform in 
its entirety was fully implemented in various workplaces. With this in mind, I believe that it 
is justifiable to argue that Martin Beck is definitely a man who can relate to the labour 
movement, always hardworking, fair and conscientious, who could fit in as a member of a 
trade union representing the police force.  
Continuing on the theme of the welfare state, another critical scene is found in The Cartel. 
The episode revolves around Yugoslavian gangsters who in one particular scene are shown 
in front of a warehouse. The scene suggests that in even a modern welfare society such as 
Sweden there are villains. However, I argue, mafia business is quite far from the reality of 
the daily life of Swedish people. Nevertheless, this scene has some critical details to be 
analysed, such as the gangsters driving large, manly cars, something that can be considered 
a status symbol in the modern welfare state. To elaborate on this topic, some people, who 
can afford it, use large amounts of their finances on high-value objects, even if this is 
somewhat controversial because wealth in Sweden tends not to be shown in the same way 
as is done in other countries. Some studies (e.g. Kullgren & Örtnäst, 2014) have shown that 
people driving large, ”masculine” vehicles are statistically more prone to accidents than 
drivers of other brands. To sum up, it is evident that the scriptwriters wanted to add a level 
masculinity and roughness to this episode. Maybe they wanted to develop a contrast to the 
success story of the Swedish welfare state (see e.g. Sanandaji, 2015). 
Another, completely different example can also be found in The Cartel, which describes 
excellently the current epoch of the beginning of the 21st century when mobile telephones 
became a commodity among regular people, and especially among white-collar workers. 




Mobile phones are largely seen in the whole second season. In Sweden, the brand Ericsson 
was widely used at the beginning of the 2000s. In this episode Martin Beck is seen several 
times holding the classical clamshell phone, which was trending during this time period 
(Mukherjee, 2008). Mobile phones are indelibly part of a modern society, and the brands 
Ericsson and Nokia were the leading brands in Sweden in the early 2000s. The rising 
number of mobile phones among ordinary people also gave the police new tools for more 
effective working. As seen in The Cartel, mobile phones were used to track down suspects. 
Mobile phones were not present in the same way in the first season (produced 1997–1998), 
but a large number of mobile phones in the second period, give the impression that modern 
communication devices are, of course, part of the modern Swedish welfare state. 
The meaning of this subchapter is to pull together some of the themes that take place in 
Beck and which are associated with the welfare state. However, welfare state as a theme is a 
very wide concept, and I have, therefore only outlined in my consideration the most critical 
examples. In one way, every single episode of this study discusses somewhat the concept of 
the welfare state. On the whole, I argue that in the behaviour of Gunvald can be found the 
most comprehensive themes to analyse the status of the welfare state in Sweden. 
4.2.1 Ordinariness 
In this section, the intention is to discuss the theme ordinariness, a theme connected closely 
to the term middle class. One scene, which particularly arouses discussion, is displayed in 
the episode The Revenge (2:1). This episode begins with a scene inside a coffeehouse. It is 
clearly early morning, and people are sitting around tables, drinking coffee and reading 
newspapers. From the clothes and seating positions of the people, one acknowledges that 
the scene does not take place in the inner parts of a large city, but rather somewhere in the 
Swedish countryside. Therefore, the setting suggests that the people sitting around the 
tables are clearly ordinary Swedish people. 
Following the people sitting around tables in the coffeehouse, we see two policemen 
coming out from a gas station nearby. They have fast food in their hands, and this confirms 




the biased image of policemen who eat a lot of junk food. One could go deeper into the 
discussion whether police officers are middle class. However, I will not go into this 
discussion and it will remain for another study.  
In another scene from The Revenge, when two policemen are walking towards their police 
van, suddenly a man in pastel coloured sporting clothes walks past them. The colour of his 
clothes, the wind shell, his attitude and approach, makes him a conspicuously insipid 
ordinariness representative. Further, this man not only portrays himself as an outsider, he 
also illustrates the differences between urban and rural areas. After this, the policemen enter 
their vehicle and start discussing one of them leaving on vacation soon and travelling 
abroad. Here the most common elements of everyday life are to be found, and the actions of 
the policemen indicate that they are living in a civilised welfare state, where the ones who 
work can leave for a vacation every now and then. 
The theme of ordinariness, which I have described as a subtheme within the theme welfare 
state, is displayed in many other episodes as well. The producers and scriptwriters have in 
this way wanted to highlight Sweden as a country that can accommodate a wide range of 
different people, where everyone, despite their background, has the possibility to rise to the 
top. 
4.2.2 Family Structure 
In this subsection, which I have placed within the theme of welfare state, the discussion is 
about family structures, and I will elaborate especially on a theme found in the episode The 
Man with No Face (2:2). There is a more detailed description of this episode in the data 
collection and critical reception sections 3.1.1 and 3.1.2 since this episode is such rich in 
terms of social commentary. One scene I found extremely compelling in terms of family 
structure is set in the house of the main character, Angelica Beckman (Stina Ekblad). In the 
scene, we see a house in a traditional Swedish residential area. Considering the cosiness of 
her house with enough quality furniture to fill every room, and a traditional nuclear family 
with two adults, pictures of their children on top of shelves and a dog, the viewer 




acknowledges that they are living in a safe child-friendly residential area. However, their 
children are not seen in this episode, and it can be assumed that they are grown up and have 
left home. One more interesting detail is that the dog’s name is “Fifi”, and this name is 
often given to dogs, especially the poodle dog breed, living in upper-class homes 
(Pellettieri, 2004).  
Therefore, unlike The Recluse (2:4), which deals more with the inner lives of people, this 
episode shows various stratifications of Swedish society: upper-class dwellings in the city, 
surrounded by watchful neighbours who warn each other of intruders. In The Recluse, the 
countryside is unattractive and primitive, as a contrast to the pulsating city displayed in 
several other episodes. However, this is another topic and will be dealt in the subsection 
about independence and social alienation.  
In order to illustrate the theme of family structure in The Man with No Face, in one scene 
we see Martin Beck interrogating a woman. He asks her what she has been up to last night, 
and she answers in a sophisticated way that she has been sitting in front of the television, 
making a sandwich, and taking a bath, which reinforces the idea of her bourgeois lifestyle. 
Also, when Beck asks her how their relationship has been, she reveals that their relationship 
has only been a “stable” one. Arguably, this scene works as a pattern of many relationships 
in the upper and middle classes in Sweden. Furthermore, relationships and families have 
issues, and it can be difficult to find answers to emotional problems. It seems that, despite 
the safe family structure of the Swedish “kärnfamiljen” (the nuclear family), many families 
suffer from lack of communication. The scene suggests silence is maybe one way to deal 
with the pressures modern relationships create. 
To summarize, I could continue the discussion about family structure with more in-depth 
analysis, for example, by discussing the female role of Inger Beck. There is more 
information about her in section 4.1.4. However, the topic family structure is not the main 
subject of my research, and I will now turn to the second main theme of my analysis, that is, 
gender equality. 




4.3 Gender Equality 
In this section, the focus is on the theme gender equality, found in many of the analysed 
episodes. This theme could actually fit well under the welfare state section above, but 
because of the high prevalence of gender equality in the series, I have made this part 
independent. The most prominent scenes displaying gender equality can be found in the 
episode The Man with No Face (2:2), often showing tensions between the various 
characters, such as Alice Levander and Gunvald Larsson. Another situation where gender 
equality is constantly displayed is when police commissioner Margareta Oberg explains to 
her subordinates something about their work at the police station; the subordinates do not 
always accept having a female as their leader. I will continue the discussion about Oberg in 
the last paragraph of this subchapter. Additionally, I also argue that in the behaviour of 
Inger, Martin Beck’s daughter can be found interesting elements of gender equality. 
The most profuse elements of gender equality in the character Inger are displayed in the 
episode The Recluse (2:4). One of the scenes in this episode begins in a coffeehouse, where 
Gunvald and Martin are meeting. Because they have become more than just colleagues, 
Gunvald asks Martin how things are for his daughter. Martin becomes a little embarrassed 
since he knows his daughter has started a new job as a traffic warden, and suddenly sees 
Inger appear outside the window, issuing tickets to incorrectly parked cars. When the 
colleagues step out of the coffeehouse, Gunvald notices that on his car has been placed a 
parking ticket (see figure 5). Then he calls Inger a “Lapplisa” (Meter maid), as he gives her 
the impression, that that working as a traffic warden is not suitable for a woman like her, 
especially not when she is the daughter of his friend and colleague Martin Beck.  
Gunvald Larsson sees Martin Beck's daughter working as a traffic warden and says to her, 
“Inger, oh for god’s sake, you can't work as a traffic warden “Lapplisa” (Meter maid). To this 
Inger, surprised, replies, “Why not?” Gunvald replies to her, “It does not fit you, a traffic 
warden is not you”. Inger replies happily, “Yesterday I gave the most parking tickets in the 
whole department”. Gunvald notices his car has been fined on the windshield and says, “What is 
this, Inger, you are joking right?” He then leaves the scene, outraged by the fact that even a man 
in his position can be issued a parking fine (The Recluse, 2002). 





Figure 5. Martin Beck’s daughter, Inger, handing a parking ticket to Gunvald  
Beck then says to his daughter that it was unnecessary to hand a parking ticket to Gunvald, 
but to this Inger answers that the rules are the same for everyone. Traffic wardens can be 
considered as an essential part of a well functioning, ordered society. Additionally, traffic 
wardens, in many cases women, often experience negative attitudes and neglect from 
society (see e.g. Englund, 2007). This stretches on the discussion of the welfare state (as 
also discussed in section 4.2 above). 
Likewise, The Cartel (2:3) includes certain scenes of gender equality. In one scene in The 
Cartel, a hideous homicide has occurred in a Greek restaurant, and the following scene is 
set at the police station. As a contrast to the atmospheric setting of the restaurant, the police 
station is presented as a stilted, grey and formal workplace, to say something about another 
theme, work ethic, which, however, I am not going to deal with in this section. The scene at 
the police station is set in the morning and, as usual, the police commissioner Margareta 
Oberg declares the nine o’clock meeting opened. Many workplaces in Sweden start their 
day with a common meeting in the morning, always at the same time. Hence, this scene 
gives the impression that she, a woman, is highly respected, as she is the first person the 
employees encounter in the morning in a pre-determined meeting. In this scene also a new 




woman police officer, Alice Levander, is introduced. She can be said to be the antithesis of 
Martin Beck and Gunvald Larsson and is regarded by both of them as an intruder to the 
work hierarchy of the workplace. Moreover, Alice is dressed in boyish clothes, indicating 
that she is a strong believer in womanly values, but she wants to adapt to her new 
environment dominated by men. Throughout the episode, Beck wonders and is doubtful if a 
woman can work as a police officer, but as the episode goes on, he starts to understand that 
Alice is more than just a woman. She seems to be effective and has signs of a quality police 
officer. A woman’s entry into the series can be regarded as a significant recognition of the 
theme gender equality. To conclude, the presence of women will only increase the longer 
the series progresses. 
Arguably, another similar and interesting scene describing issues of gender equality can be 
found in the very first scene in The Man with No Face (2:2). The episode begins with police 
commissioner Margareta Oberg entering a room and asking Beck and Gunvald to come and 
listen to her. Hence, already in the introduction of this episode, the role of the woman is 
highlighted. Additionally, in Sweden, the general status of females in working life is high. 
Also, not surprisingly, in Sweden the percentage of women in top positions is great and the 
representation of women in parliament is one of the highest in the world (“Gender equality 
in Sweden,” 2015). Admittedly, the plot of another episode, The Recluse, suggests that the 
number of harassments against women in Sweden is increasing. 
To further continue on the theme gender equality, it is striking to see police commissioner 
Margareta Oberg treating her subordinates rationally and without any signs of empathy. 
One example of this unusual behaviour can be seen in The Recluse when she sends some of 
the employees to a training camp when Beck and his colleagues are in the middle of a 
hideous crime investigation. This scene suggests that Oberg wants to integrate soft values 
among her subordinates, such as joint exercises and social gatherings. Consequently, her 
constant bickering and overly intrusive behaviour raise objections among her subordinates, 
especially in Gunvald who constantly opposes her working methods. Oberg even has harsh 
words for him, for instance stating that the police squad should be an efficient organisation, 
not a playground for children, when Gunvald has been harassing a female colleague. 




Arguably, and in agreement with Martin Beck’s and Oberg’s views, Gunvald uses 
unnecessary violence and often takes investigations too personally, which also leads to 
highly prejudicial problems with women in terms of gender equality. To summarise this 
section, Oberg adheres to the values of gender equality – because the Swedish welfare state 
has allowed her to rise to the top of the police organisation. 
4.4 Social Alienation 
In the previous section, I explored the issue of gender equality found in the second season 
of Beck. In this subchapter, the aim is to elaborate a subject very close to the previous 
theme, namely social alienation. All the Beck episodes are scratching the surface of the 
welfare state, and in a way showing the way of living in Sweden in the 21st century. That 
being said, I state as a fact that in order to demonstrate the issue of social alienation, after 
thoroughly analysing the second season, the first episode coming to mind was The Recluse 
(2:4). Therefore, this section takes a closer look at social alienation using this episode. 
These themes are explicitly found in this particular episode, even though many episodes 
from the second season discuss similar issues, which are not exactly the same as social 
alienation. Thus, this episode gives the most comprehensive information for my analysis 
within this theme and therefore I have analysed several scenes from this episode. 
Above all, many elements of social alienation are prominently displayed in The Recluse, 
such as, for example, the first scene with its beautiful but somewhat gloomy and dark aerial 
image of the Swedish countryside – to say something about the association with the genre 
Nordic noir. Moreover, the countryside is displayed in all its nature, and a river is shown 
with some traditional summerhouses on its banks –typical for the Swedish countryside. 
Hence, these first images of unspoilt nature give a good understanding of the country and 
how lives and lived outside the large cities such as Stockholm, where most of the action in 
the series takes place, is portrayed. Furthermore, I argue, this episode is relevant because it 
displays how the people of Sweden can live in a completely different world, but even if they 
are living far away from other people, they are not necessarily socially alienated. 




To dwell upon the theme social alienation, one particular scene from The Recluse displays 
social alienation connected to the longing for other people. The plot of this episode gives 
the impression that Swedish men, to some extent, bring women from abroad to their 
homeland. Therefore, I argue, the scriptwriters of this episode and in the scene described 
below, have written an intelligent commentary on society. 
Gunvald Larsson enters the police station and shouts out with a loud voice, “Honest Swedish 
men are smuggling in Asian women to have as their sex slaves. Not the first time it happens: sex 
trafficking has happened before here”. To this, Alice Levander replies, “Why are they bringing 
women to Sweden?” Martin Beck answers, “They are lonely, outsiders, living in the countryside 
where everyone takes care of themselves and nobody cares about anyone else”. Gunvald replies, 
“Or they have a problem with the system – equality; they cannot stand the unreasonable 
demands Swedish women have”. Alice looks surprised and replies, “Instead they buy sex slaves 
from Asia?” Gunvald continues, “You buy someone you can have power over and control of, 
everything has its downsides”. Alice replies, “You mean sex trafficking is caused by 
feminism?” Gunvald replies, “I didn’t say that, are you a feminist?” Alice counters, “Of course, 
what are you?” Gunvald replies and shows his superior attitude, “I take everything. I'm 
omnivorous; I eat everything” (The Recluse, 2002). 
The scene suggests that some Swedish men have difficult to relate to women who pose 
demands on them. Like Beck suggests, some people suffer from social alienation, they are 
outside the society because they can only take care of themselves, and therefore it is 
difficult for them to meet other people. In the following paragraph, to continue on this 
subject, it is necessary for me to ponder a bit about the concept of social alienation. 
As Erich Fromm theorises in his book The Sane Society (1955), social alienation is linked to 
the sickness of individuals in modern society. According to him, the symptoms of social 
alienation and mental unsoundness are produced by the modern industrial society, which 
again filters and differentiates the individual sick people. By social alienation Fromm means 
the mode in which a person experiences himself as alien to society, not capable of living 
within the conditions and the norms of the society. As a student of the phenomenon of 
social alienation I chose the episode The Recluse (2:4) and found that this theme was very 
strongly present. Hence, the episode explicitly touches on the issue of social alienation, but 




not necessary loneliness. I argue that this episode does not really support a view that the 
countryside of Sweden is a place of refuge for people who are incapable of living in the 
cities. One reason for drawing this conclusion is that the characters in this episode can 
apparently live independently and happily without being connected to other people. It is an 
interesting question: how the individual is placed within social alienation, already dwelled 
upon extensively in other fields such as sociology (see e.g. Bauman, 2001, 2003; Palese, 
2013). 
To further deepen the discussion about social alienation, I will now describe a few scenes 
from The Recluse. In the very first scene, a man called Johannesson (Lars-Erik Friberg), 
enters a coffeehouse, set apparently somewhere in the countryside since outside the 
coffeehouse there are off-road vehicles, not normally seen in larger cities in Sweden. Sitting 
inside the coffeehouse there are only men, most of them drinking coffee and reading 
newspapers, which tells something about the relationship between men and women in rural 
areas. 
In the next scene, which sums up the core of this episode in term of social alienation, the 
woman police officer Alice Levander is in the Swedish countryside to investigate a crime. 
There she meets up with the local inhabitants, and one of them wants particularly to talk 
with her. This rural resident comes up to the policewoman and tells her that he needs to talk 
with the police, ignoring that Alice is wearing a police uniform, since he does not believe 
that a woman can be a police officer. Thus, the scene suggests that somewhat dim-witted 
and prejudiced persons inhabit rural areas. 
4.5 Immigration and Foreigners 
In this section, the theme of immigration and foreigners is discussed. On the whole, the 
themes from the second season provide an interesting look and dive into the current events 
in Sweden in the early 2000s. Also, as mentioned in my literature review, immigration is an 
essential part of the Swedish history. Additionally, the theme of immigration and foreigners 
rose slightly above the other themes in precedence, not because it is be the most current and 




important, but because it receives more attention. Under these circumstances, three episodes 
were analysed for this theme, The Man with No Face (2:2), The Cartel (2:3) and The 
Recluse (2:4). 
To begin with, I first need to say something about the history of immigrants to Sweden. 
Lundh and Ohlsson (1999) argue that migrants during the 1950s and 1960s have contributed 
enormously to the economic growth of Sweden. Many of these migrants were skilful 
workers, and several of them were invited from countries such as Germany. Also, manual 
workers and workers with less training were needed in Sweden, more recently especially in 
the services sectors. Furthermore, other types of immigration started to increase in the 
1970s, with new groups such as war refugees, and later on, refugees for humanitarian 
reasons. Large groups of refugees fleeing wars have come to Sweden from countries such as 
Pakistan, as mentioned in the episode The Man with No Face. In this episode, the foreigner 
who is the main character is trained as a doctor, but has never been able to work in his 
trained profession. It also deals with an especially pertinent case which makes it part of the 
theme immigration and foreigners. The term for so-called honour killing in Pakistan, karo-
kari, is discussed extensively as a part of the investigation in which Beck and Gunvald are 
involved. As explained by Tapper (2011), the inspiration for The Man with No Face came 
from an actual event in Sweden, the honour killing of a Kurdish girl, Pela Atroshi, in 1999. 
She was attacked because she had expressed the desire to live a liberal Swedish lifestyle 
like her friends. She even asked for forgiveness, promising to marry the man that her family 
had chosen, but nothing helped since her actions were considered to stain the family 
honour. 
Even if the episode does only implicitly follow these real-life events, they were the 
inspirations, as Tapper (2011) proposed. In this paragraph, I will further elaborate on this 
theme and further review the distinctiveness of a few particular scenes in The Man with No 
Face. The episode begins with a scene where a man is found murdered in a mysterious way 
and his wife, a woman in her fifties, is left alone. The setting is a traditional villa residence 
in the outskirts of Stockholm, matching well with the settings of Nordic noir. The husband, 
a man also in his fifties, takes out their dog for a walk at twilight, probably sometime in the 




autumn when something terrible happens: unexpectedly someone attacks him with a knife. 
In the following scene after this tragic event, Beck and Gunvald are interviewing the wife, 
who has the previous evening lost her husband. Last night there had been a stranger 
knocking on their door, she says. He was there to complain about an alarm system that her 
husband had sold him. What she tells them next is the critical information in terms of the 
discussed theme. The wife says that the stranger was a man with a foreign accent, and she 
also emphasises the stranger’s appearance, which suggests that in her opinion the man was 
likely an immigrant. Another possibility would be that even if the stranger looked like a 
foreigner, and still spoke Swedish, the woman had such strong prejudices, that from her 
point of view, he was an immigrant.  
To follow on the immigration theme, I will now elaborate by analysing another scene from 
the same episode The Man with No Face. I have also used a screen capture from the same 
episode, to illustrate this theme of immigration and foreigners (see figure 6). In one scene, 
Beck and Gunvald visits a family where the husband comes from originally from Pakistan. 
They interrogate the woman of her relationship to her husband with a foreign background, 
and the discussion leads to argumentation. Thus, the woman explains that her husband is 
not a foreigner: he is originally from Pakistan, but now a citizen of Sweden. She tells them 
that she met her husband (called Tahmed) in medical school in Uppsala and even if he was 
from Pakistan, they fell in love. Because of his foreign background, Tahmed did not find 
work in the medical environment, even though he was a trained doctor. Therefore, he was 
forced to work as an underground system ticket booth clerk, something that is very common 
among immigrants living in Sweden. Many foreigners with academic backgrounds enter 
Sweden with high hopes, only to become disappointed by the fact that they are unable to 
find work that matches their education. Many of them are forced to work in the large 
services sector in Sweden, taking jobs such as in cleaning, health care assisting or food 
services. For example, the Stockholm underground employs people from over one hundred 
nationalities. Employment rates in the Stockholm metropolitan area have been a widely 
discussed topic (see e.g. Örstadius, 2014). Furthermore, Hammar (1993) argues Sweden has 
done what it can in order to train foreigners. Offering education and training in several 
foreign languages, which includes general information about Sweden, is one of the key 




objectives in the country. In the 1960s, legislation was enacted to better meet the rising 
demand for language education. 
 
Figure 6. Gunvald discussing with an immigrant 
Arguably, the mentioned scene acts as an example of modern family life where people of 
different ethnicities mix in Sweden. The woman in the family is married to an immigrant 
who has settled in Sweden. This gives an entirely different picture than The Recluse (2:4), 
where the theme revolves around sex trafficking and where women from abroad are taken 
to Sweden to be exploited. In another scene, Gunvald shows his right-wing views and 
expresses outrage towards people he feels are alien to the Swedish society. 
Martin Beck asks Gunvald, “was the immigrant woman from Thailand?” Gunvald replies, “yes, 
we believe she has entered Sweden illegally – this means work for us since we have to search 
for the woman in shops, whorehouses, restaurants, pubs”. To this, Martin Beck answers, “a little 
bit of the old-fashioned police work, if you do not have anything against it” (The Recluse, 
2002). 




This argument exemplifies Gunvald’s prejudiced attitudes, and in another scene he directly 
scorns women who work with prostitution. Following this he enters a store owned by 
immigrants. The staff members that appear to be foreign are displayed as they are, and their 
clothes give the impression that they are Asian. Furthermore, the shop sells products that 
are typical for this kind of trade, such as soda drinks and other small items typical for the 
sort of small-scale trade run by immigrants. This suggests that running a grocery store is a 
viable option for immigrants living in Sweden. 
One scene in The Man with No Face raises the cohesion between immigrants and the 
Swedish population. Earlier I described the situation of an ethnically Swedish woman 
married to a man originating from Pakistan. In contrast to their ethnically mixed 
relationship, they are living in a neighbourhood with several expensive single-family houses 
– even though the husband, the immigrant, is working as an underground system clerk and 
presumably not paid much. In a scene that is related to this topic, Beck and Gunvald are 
walking in this neighbourhood towards the police car when they start a small conversation 
linking the scene to the theme of immigration and foreigners. 
Gunvald tells Beck in a settled way, “Fear of the police is the second largest fear in the 
country”. Beck answers, “Which is the most common?” Gunvald replies, “The fear of men” 
(The Man with No Face, 2001) 
Although this sentence suggests that the fear is directed towards men, which would make 
the theme discussed in this subchapter overlap with another theme discussed in this study, 
gender equality, I argue that this sentence is first and foremost directed against foreigners, 
and only secondly, refers to men. The scene describes well the atmosphere of the time, even 
though, as described by Salihu (2016), the number of refugees, especially young men, 
seeking shelter in Sweden, has only in the last few years increased enormously. 
In another scene, the woman who is married to the foreigner Tahmed explains how the 
family of her husband came to Sweden to seek shelter as the strife, unrest and struggles 
started to grow in Pakistan. When the mother of Tahmed arrived, her life became 
impossible, since the mother wanted to dominate their relationship. This is a classic 




example of cultural differences – in countries such as Pakistan mothers might have a 
stronger impact on the relationships of their children.  
Also Gunvald and Beck make statements about foreign people in Sweden. They discuss and 
conclude that they are loud, have a short temper, and often get into arguments with each 
other. This underlines something that the scriptwriters and the producers have wanted to 
express about the general atmosphere in Sweden in the early 2000s. 
I need to elaborate on another scene from The Man with No Face, one of the most critical 
scenes of this episode. The setting is a flea market in Stockholm called “Loppmarkanden i 
Vårdberg” (The flea market of Vårdberg) where a foreigner is selling items such as spices, 
and is wearing a sweater with ethnic embroidery. To some degree, this setting gives the 
audience a small glimpse of Sweden through the people in this scene who include: (1) a 
man wearing a cap and who is dressed in a grey hoodie, (2) a man with a beard, (3) man of 
obvious Swedish origin with glasses and cap, representing “average” Swedish middle-class 
people. I argue, to draw a conclusion on this scene that the scriptwriters have here wanted to 
emphasise the earlier discussed theme ordinariness. Also, as Danielsson (2016) argues, flea 
markets can act as a joint gathering place for the citizens of Stockholm and foreigners, 
because the capital city has the highest percentage of foreigners living in the city and they 
need a place to assimilate with the native population. 
Following the events at the flea market, Gunvald and his colleagues arrest a foreigner. 
Instead of just arresting the man, he complains to his colleagues that he has to do everything 
by himself. Moreover, he seems to want to give an impression that he is higher-ranked than 
they are. Still, even if I have commented on his behaviour that reflects his feeling of 
superiority towards all other people, his actions in this scene are rational and 
straightforward. Another interesting detail found in the same scene, to further analyse the 
theme of immigration, is that one of the police colleagues, called Robban (Jimmy Endeley), 
is a man of “ethnic” and foreign background. He works effectively together with his 
colleague Nick (Mårten Klingberg) and follows procedures a police officer in his situation 
is expected to follow. His background is never questioned; rather, he is appreciated as an 
effective and straightforward colleague giving diversity to the police squad. 




In another scene in The Man with No Face, Gunvald is interrogating a man of foreign 
origin. As I have said above, he carries forceful prejudices against foreigners. Before the 
interrogation begins, Gunvald tightens the collar of his white shirt in order to behave 
correctly, to show superiority in relation to the immigrant. Consequently, the discussion in 
this scene is critical, and goes as following: 
The immigrant pretends ignorance regarding the questions asked and asks Gunvald, “Are you 
married?” Gunvald is oblivious and pays no attention. “No I am not, but I make love to your 
wife two times a week while you are calculating bills at the flea market. Did you know about 
this? She is a salacious woman” (The Man with No Face, 2001) 
The room where the hearing takes place has the gloomy lighting that is common for the 
colour grid of Nordic noir. When Gunvald is finished with the questioning, Beck enters the 
room. He is filmed from an angle, which signals that he is ranked higher than a man of 
foreign origins. Furthermore, Beck then plays a tape showing the immigrant recklessly 
driving and hitting a woman innocently walking on the street. As can be expected, when he 
understands that he is guilty of running her over, he shouts out “Jävla svenskhoror” (damn 
Swedish whores). He has no other choice than shout out his rage, and in this case, he 
generalises things so that all Swedish people are against him. 
I have also included another screen capture to illustrate the conflict between ethnic groups 
in Sweden (see figure 7). To discuss this theme further, I need to include still another 
episode, The Cartel (2:3). Here the criminals are said to be former Yugoslavian war 
refugees. People from the former Yugoslavia are often associated with criminality in 
Swedish crime fiction and there are many reasons for this, but I will not elaborate further on 
the issue. To say something critically about war refugees in Sweden, there was a peak in 
arrivals after the Yugoslavian wars in the 1990s. Also, the discussion about the gangsters of 
the “Yugoslavian mafia” has been alive in Sweden for years, since it is an attractive subject 
for films, television and crime fiction.  





Figure 7. Swedish citizen and the police encounter 
I argue the first scene of The Cartel is an example of the contrast between the original 
Swedish population and the immigrants in Sweden. In the very first scene in The Cartel, a 
Greek restaurant owner (Christos) is hosting a cosy dinner event for friends, which takes 
place at his own restaurant. The whole family is present, joined by a large number of 
friends. There is food on the tables and music is played with traditional Greek instruments 
and the people are singing and laughing. This scene with the laughing Greek family having 
dinner together can be seen as a contrast to the melancholic lonely man often associated 
with the Nordic noir genre (Garcia, 2016). The Greek restaurant owner Christos decides to 
pour himself a last drink before closing up. Unexpectedly, two large, pale and strong men 
walk in, with hostile manners and attitudes. It becomes clear that the intruders are gangsters 
from the former Yugoslavia, and the leader of these two is dressed well and uses manners 
commonly tied to attitudes of superiority. The scene emphasises that there are different 
groups of immigrants in Sweden and the interrelation between them does not always work 
well. 




To conclude, this section has discussed the issue of immigrants and foreigners and how this 
theme is treated in the series. I have approached it based on three episodes from the second 
season of Beck. This section is one of the most comprehensive in this thesis. This is not 
because I would want to underline this theme particularly, especially given the immigration 
discussion that has grown in momentum in the Nordic countries during the last few years, 
but to discuss one of the most thought provoking and interesting themes arising from the 
series. However, I further argue that it is essential to study these issues because they were 
already discussed to such a great extent already in the early 2000s in Sweden. 
4.6 Compassionate Violence 
In this subchapter, the intention is to further analyse a theme identified by Tapper (2011, 
560), namely the concept of compassionate violence. Within this discussion, I find the 
theme criminality combined with compassion or empathy to be a greatly interesting subject, 
meaning how the viewer can identify with violence. To start, I need to underline that 
cultural products of the early 21st century have helped us to understand the essence of 
violence. About this topic, numerous works have been written and I have discussed this 
topic in my literature review. 
The theme of compassionate violence is extensively dealt with in the episode The Revenge 
(2:1). Actually, The Revenge focuses entirely on the emotional clashes between the police 
and criminals, which themselves do not give any new findings to this study. Rather, these 
clashes suggest that this episode is filled with comprehensive information for further 
analysis. For this reason, Tapper (2011) underlines that this episode is the most important of 
the second season in terms of social commentary. For the most part, I will in this subchapter 
concentrate on critically analysing the plot of The Revenge, because it will yield better 
findings than only analysing individual scenes. As a whole, the setting of this episode is 
somewhat gloomy, which can well be combined with the colour grid of Nordic Noir. 
To begin, the very first scene of The Revenge is also the opening scene of the second 
season. Naturally, after a successful first season, the expectations for this episode were high. 




In the opening scene, which is set in the countryside in Sweden, two policemen are brutally 
murdered by three criminals. Attacking the police outright is, according to Tapper (2011), 
something the Swedish audience had not previously experienced. The fact that The Revenge 
came out at the same time as the two Swedish police officers were actually murdered 
increased the public interest. After all, residents of Sweden are believed to trust the police, 
and in this episode this claim was questioned. 
Beck	  and	  Gunvald	  find	  the	  two	  policemen	  the	  next	  day.	  This	  scene	  is	  also	  set	  in	  the	  countryside	  (see	  figure	  8)	  and	  generated	  much	  praise	  from	  critics	  when	  the	  episode	  came	  out	  in	  the	  year	  2001	  since	  it	  genuinely	  displays	  the	  essence	  of	  the	  Swedish	  summer.	  In	  the	  following	  scene,	  when	  the	  bodies	  of	  the	  policemen	  are	  collected,	  the	  setting	  cuts	  to	  the	  police	  headquarters.	  The	  employees	  are	  drinking	  coffee	  as	  in	  any	  workplace,	  but	  intensifying	  the	  impression	  of	  a	  hectic	  environment,	  officers	  walk	  around	  busily	  with	  their	  coffee	  cups,	  hinting	  that	  something	  terrible	  has	  devastated	  the	  integrity	  of	  the	  police.	  Likewise	  correlating	  to	  the	  hidden	  rules	  of	  the	  workplace,	  it	  is	  common	  to	  hold	  a	  minute	  of	  silence	  to	  respect	  the	  one	  who	  has	  passed	  away,	  and	  therefore,	  Beck	  states	  “I	  suggest	  we	  have	  a	  silent	  minute	  for	  our	  colleagues”.	  Moreover,	  the	  setting	  gives	  the	  impression	  of	  compassionate	  violence	  as	  the	  tragedy	  is	  shattering	  the	  common	  values	  of	  the	  social	  democratic	  society.	  
This implies that the role of the police in society is universal and the ones attacking them 
are considered parasites on society. Later, the offender Dag Sjöberg (Shanti Roney) who 
has recently committed the hideous murders is shown at a laundromat, washing the police 
uniforms he has stolen from the murdered policemen. A woman washing clothes at the 
same self-service laundry starts to talk to him, but he answers in an apathetic way. As she 
sees the police uniform, she comments how hideous it is to attack a police officer and after 
this she makes a comment on the death penalty. The woman suggests that the death penalty 
could be used against the ones who attack the police. As a consequence, the offender stands 
up, and asks the woman about her opinion, while looking coldly into her eyes. Arguably, 
with this discussion, the producers have wanted by addressing this comment make a 
statement about the abolished death penalty in Sweden. Actually, the death penalty was 




abolished in Sweden in the year 1921 and was last used in the year 1910 (see e.g. von 
Hofer, 2013). The scriptwriters have wanted by this to state that there is no sympathy for 
those who attack the law enforcement.  
To continue on the same theme, in another scene, the police commissioner Joakim Wersén 
(Per Morberg) is unable to answer questions from journalists when he is interviewed about 
the events. Rather than behaving like a law enforcement leader, he only answers in short 
sentences, such as when the question is directed to him: “is this a sign of increased 
violence” he is asked, “yes, unfortunately” he replies. This kind of statement gives the 
impression that violence in Sweden has increased even though the influence of the police 
has also grown. I argue that this scene gives a distorted picture of reality, because police 
commissioner Wersén, who is familiar to the audience from the first season, is actually a 
coward who is afraid of taking responsibility. The police commissioner who enters in the 
episode that follows this one, Margareta Oberg, comes with strong statements about 
everything, and she would probably have handled this situation in a more forceful way. 
Individual cases, such as the attacks against police described in this episode, may 
misrepresent crime statistics in Sweden. 
4.6.1 Individual Compassion 
This subsection follows on the theme described above and is used to outline the individual 
actions of the central character within the theme compassionate violence, namely Gunvald 
Larsson. The episode The Revenge (2:1) gives a lot of interesting information about his 
behaviour on the basis of this theme since he is also the central character of this episode. 
Astoundingly, he transforms from a hard-nosed conservative (much seen in the first season) 
into to a socially emotional person, with empathy and warmth, already much seen in the 
first scenes of this episode. In first scenes of The Revenge, Gunvald is having dinner with a 
woman, who is the wife of one of his best friends, policeman Leif Gudmundsson (Anders 
Byström). They are expecting the policeman to join them for dinner later on and discuss 
their future vacation together. This scene displays the new emotional transformation of 




Gunvald, where he is shown as a pleasant and laughing conversationalist – the ideal 
husband. 
In this episode, the police force driven by Beck and his colleagues is displayed with every 
little detail of political correctness, because as we have seen in the past, Beck feels the need 
to act according to the rules. Gunvald is the opposite, he is insensitive, unfeeling and acts 
ruthlessly in many scenes throughout the episode, knowing that his best friend Leif was lost 
in the line of duty. His actions can only be explained by vindictiveness, and as Tapper 
(2011, 560) argues, the real avenger-hero is Gunvald, who starts to act like a senseless 
“Super Cop”, solving every crime without hesitation. Moreover, he begins to yearn for his 
friend, is faced with anxiety and, humbled, asks Martin Beck if he should stay in the police 
squad, because he is emotionally shaken. After some time, he pulls himself together, and 
carries out a number of violent acts, that are not logical or ethically right within the police 
force; they are driven by emotionality from his own sorrow. Gunvald continues his 
vindictiveness, and displays ruthless violence when he attacks two of the suspected 
criminals. This leads to serious consequences and Beck is forced to suspend Gunvald from 
the police squad, again giving the impression of the deficiencies of the liberal Swedish 
society. Tapper (2011, 561) further argues that the suspension from the police bureaucracy 
changes Gunvald into a sharp and intelligent police officer, and that this brilliancy of his 
personality was completely absent in the novels by Sjöwall and Wahlöö. For instance, in 
one scene, he uses his own reasoning, and miraculously finds the cottage in the woods 
where the criminals are hiding. 
As can be expected, the ending of The Revenge is a confrontation between the police and 
the main villain. The main offender of this episode is faced with a situation where he 
threatens Gunvald, again exposing a new dimension in him, getting him to ask for mercy 
and transforming him into a compassionate, suffering man. As for the theme individual 
compassion, Gunvald matches the theme (see figure 8), and is constantly presented in 
various emotional situations all through the episode. However, he only shows real emotions 
when being threatened, and even if this study does not consider the first season, I want to 
emphasise one scene from the first series, featured in The Money Man (1:7). Here, Gunvald 




surprises and intimidates a naked villain taking a shower, a corrupt businessman called 
Gavling, Martin Beck’s archenemy from previous episodes. He humiliates the villain, 
making him beg for mercy. This scene is an extreme example of the hard nature of Gunvald 
in the first season, but in The Revenge the perspective is reversed.  
 
Figure 8. Swedish landscapes, individual compassion and Gunvald Larsson 
Since Gunvald is no longer the same person as in the novels and in the first season, the 
audience gives him more sympathy in situations where he is threatened. The final scene of 
The Revenge shows compassion in Gunvald knowing that the emotionally driven villain has 
no chance of survival. To emphasise the importance of this scene, a video clip of this scene 
can be found on Youtube. The scene (called “Beck - Gunvald Larsson. Jag är odödlig”) has 
had 139 039 views (5.7.2016). 
Going back to the closing scene in The Revenge, to close up the incident, the offender 
stands up in front of the window, threatens with his weapon leading to one of the 
sharpshooters being provoked and taking him down. The scene is a classical suicide-by-cop, 
matching well the theme of individual compassion. Rather than simply acknowledging the 
events, Gunvald is miserable, because he would have wanted to catch the criminal live and 




to obtain a judgement in court. Presumably, as Tapper (2011, 562) concludes, a Gunvald 
from the novels or from the first season would at this point have laughed or quietly left the 
scene. 
Tapper (2011, 565–569) further argues that if Gunvald had continued with the same tough-
minded attitudes as in the novels and in the first season, he may not have appealed to the 
audience in the same way, and the episode would possibly have been less popular. Based on 
how this episode treats him, the face of the new Gunvald can be traced back to right wing 
tendencies or compassionate conservatism, or what is sometimes called tough love. One of 
the aims behind his actions is to restore social conservatism and moral values into society. 
For the whole season, he expresses social and ideological awareness. He is the only 
character that exhibits individual compassion in this particular episode, and as a 
conservative Swedish police officer he stands against the criminality of the welfare state.  
The purpose of this subsection was to outline the singular features arising from the 
character Gunvald in the episode The Revenge. I used the subtheme individual compassion 
to describe the features appearing in this episode. This theme brought out many interesting 
dimensions connected to the character Gunvald (as also discussed in section 4.1.2 above). 





5. Conclusion: Beck In the Early Twenty-First Century 
The thesis aimed to gain better understanding of Swedish society by exploring the television 
series about police detective Martin Beck. Exploring this field, the second season of the 
televised Beck provided insight into the social settings and tensions in Sweden in the early 
twenty-first century. The research question used for this study was: What kind of 
representations of crime and social tensions in the Swedish society and welfare state does 
the television series Beck offer? 
This study showed that five broader themes are displayed in the first four episodes of the 
second season. These are Welfare State, Gender Equality, Social Alienation, Immigration 
and Foreigners and Compassionate Violence. Using a thematic analysis, I observed in my 
findings that significant amounts of social tensions and current events occurred in the series. 
This gives observations, that social criticism was used in crime TV series Beck to comment 
on the state of welfare society in Sweden. The themes overlapped each other somewhat but 
no single theme rose above the others. In the analysis chapter, I explained them as precisely 
as possible. The findings of this study also suggest that the current issues were in a way 
descriptive of their time, and for example, dealing with the theme of immigration was even 
ahead of its time. Generally, the immigration theme has in recent years become a subject 
that media outlets and many citizens embrace. It is also interesting to note that those 
episodes that are based on real events, in one way or another way, have also been very 
successful in terms of measuring audience. This suggests that the scriptwriters have subtly 
taken advantage of current events in Sweden in the early 2000s. 
5.1 Relevance, Challenges and Suggestions for Further Research 
Undertaking this type of research is a challenge, of course. One point of consideration is the 
focus on methods. This study used qualitative thematic analysis for the four selected 
television episodes, and the aim was to understand how the series examines the Swedish 




society. This study does not take into account behaviours of audiences. At this point it is 
also necessary to justify the use of the qualitative method once more. Conducting an 
extensive quantitative research on these issues using tens of Beck episodes, could probably 
give really different results than what this research has given. A quantitative approach, as 
described by Benshoff (2016) would most likely try to quantify something significant about 
this phenomenon. For example, it might report the numbers of male versus female actors 
appearing in the Beck television detective series. However, the purpose of this study was 
not to measure something in terms of statistics and numbers. The purpose of this study was 
to find relevant themes that can be used to get a better sense of the Swedish society from a 
critical cultural study perspective. 
A challenge was also to choose which episodes were subjected to the analysis. I had earlier 
seen episodes from the first season and reached the conclusion, that all the elements to be 
explored were there, but because this study has limitations, it was more useful to leave the 
first season for another examination. I also left out the first season, made in 1997–1998, 
because it has already been widely investigated in the past (see e.g. Brodén, 2008; Tapper, 
2011). Initially in the beginning of this journey, it became quite clear for me that the second 
or the third season should be investigated. Therefore I carefully reviewed and looked 
through every episode of the second and the third season. After thorough consideration, the 
first four episodes from second season were chosen, which was in my opinion a successful 
choice for this study. 
This research may also be extended, and for further research, I suggest including episodes 
from the third season (2006–2007) or the fourth (2009–2010). These episodes have many 
interesting themes that can be used to examine societal issues, but adding them to this study 
would have made the investigation too broad. Furthermore, it might be interesting to 
explore the latest episodes from the fifth season (2015–2016) and how they differ from the 
episodes produced in the early 2000s. The themes found in all seasons, are, of course, only 
part of the larger number of issues concerning the Swedish society at the time. As a 
suggestion, a continuation of this research would most likely benefit from approaching the 
themes by concentrating on the characters. To summarise, I have given three characters 




more space in this study, namely, Martin Beck, Gunvald Larsson and Valdemar. These 
characters are constantly developing, and further research should include them when 
searching for social tensions and representations of crime within the above-discussed 
themes that are timeless. 






1.1 Case study episodes 
(title) 
(length), (production company), (producer), (screenplay), (characters), (director) 
(cast) 
 
Hämndens pris (2001) 
1h 36min, Filmlance International AB, Lars Blomgren, Cilla Börjlind & Rolf Börjlind, Maj 
Sjöwall & Per Wahlöö, Kjell Sundvall 
Cast: 
Peter Haber  Martin Beck 
Mikael Persbrandt Gunvald Larsson 
Marie Görnazon  Margareta Oberg 
Rebecka Hemse  Inger 
Sophie Tolstoy  Sara Beijer 
Ingvar Hirdwall  Grannen 
Shanti Roney  Dag Sjöberg 
 
Mannen utan ansikte (2001) 
1h 30min, Filmlance International AB, Lars Blomgren, Cilla Börjlind & Rolf Börjlind, Maj 
Sjöwall & Per Wahlöö, Harald Hamrell 
Cast: 
Peter Haber  Martin Beck 
Mikael Persbrandt Gunvald Larsson 
Malin Birgerson  Alice Levander 
Marie Görnazon  Margareta Oberg 
Rebecka Hemse  Inger 
Ingvar Hirdwall  Grannen 
 
Kartellen (2002) 
1h 28min, Filmlance International AB, Lars Blomgren, Cilla Börjlind & Rolf Börjlind, Maj 
Sjöwall & Per Wahlöö, Kjell Sundvall 
Cast: 
Peter Haber  Martin Beck 
Mikael Persbrandt Gunvald Larsson 
Malin Birgerson  Alice Levander 
Marie Görnazon  Margareta Oberg 
Rebecka Hemse  Inger 
Ingvar Hirdwall  Grannen 
Georgi Staykov  Bojan 






1h 30min, Filmlance International AB, Lars Blomgren, Cilla Börjlind & Rolf Börjlind, Maj 
Sjöwall & Per Wahlöö, Kjell Sundvall 
Cast: 
Peter Haber  Martin Beck 
Mikael Persbrandt Gunvald Larsson 
Malin Birgerson  Alice Levander 
Marie Görnazon  Margareta Oberg 
Rebecka Hemse  Inger 
Ingvar Hirdwall  Grannen 
Carl Kjellgren  Sven Adolfsson 
 
1.2 Other episodes 
Lockpojken (1997, Seth) 
Mannen med ikonerna (1997, Seth) 
Vita Nätter (1997, Sundvall) 
Öga för öga (1997, Sundvall) 
Pensionat Pärlan (1998, Sundvall) 
Monstret (1998, Hamrell) 
The Money Man (1998, Hamrell) 
Spår i mörker (1998, Arnfred) 
Okänd avsändare (2002, Hamrell) 
Annonsmannen (2002, Lagerlöf) 
Pojken i glaskulan (2002, Lagerlöf) 
Sista vittnet (2002, Hamrell) 
Skarpt läge (2006, Hamrell) 
Flickan i jordkällaren (2006, Hamrell) 
Gamen (2007, Sundvall) 
Advokaten (2007, Sundvall) 
Den japanska shungamålningen (2007, Sundvall) 
Den svaga länken (2007, Hamrell) 
Det tyska skriket (2007, Hamrell) 
I Guds namn (2007, Sundvall) 
I stormens öga (2009, Hamrell) 
Levande begravd (2010, Hamrell) 
Rum 302 (2015, Klingberg) 
Familjen (2015, Klingberg) 
Invasionen (2015, Apelgren) 
Sjukhusmorden (2015, Apelgren) 
Gunvald (2016, Klingberg) 
Steinar (2016, Klingberg) 
Vid vägs ände (2016, Bergmark) 
Sista dagen (2016, Bergmark) 
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